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ABSTRACT

The purpose of the inquiry is to explore the personal-social interface of professional
knowledge. The notions of knowledge as hierarchical body 1d knowledge as reloting to
Deople are common assumptions underlying academic writing, certain everyday
expressions, as well as curriculum guidalines. These notions are described here as two
culturai or folk models which shape the professional practice of a grade eight veacher. I
take the non-propositional nature of folk models as my point of departure and describe the
narrative quality of the second model as enacted by the teacher and recorded by a
participant observer. Theme, plot, setting, mood and moral directives in the narrative, all
dernnstrate the potential for change through individual variations of the enactment, while
they simultaneously maintain a professional prototype.

Since the contents of the folk model were in part shared among teacher, students and
researcher through enacted and perceived narrative, there are implications for professional
development. Top down implementation of these cultural models is impossible because of
their inexplicit and open-ended quality. However, aspects of the model were nevertheless
learned by students in this particular teacher’s classroom. The research activity itself also
contributed to the sharing of the model, besides providing insights into the understandings
of a professional group from the perspective of individuals, via individual enactments and
collaborative telling and retelling of the narrative.
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Folk Models and Change in a Teacher’s
Practical Knowledge

In journals and discussions with student teachers this year I have beea confronted
repeatedly by questions such as "How do beginners relate to and profit by the knowledge of
the profession they do not yet consider theirs"? Student teachers tell me they profit most
through watching, doing and reflecting, but tensions come up when they compare their own
or associate teachers’ practice to models and advice given in the literature. They believe
associates fall short of the mark; that they themselves fall short of the mark. For me this
links to the general question of how professional knowledge is passed on. To get hold of
this problem in a different way I decided to look a. professional knowledge as knowledge
which is predominantly of a :ultural rather than a technical nature. I therefore look at the
passing on of such knowledge not as a technical process, but as a cultural one, akin to the
way any of us are inducted from early childhood into the values and h:haviours of our own

culture.

Cultural knowledge is essentially inexplicit, tacitly held and socially shared.
Anthropologists Lave used the term folk model to label tacit stocks of cultural knowledge,
e.g., D’Andrade (1981) calls folk models unspecified programs that are passed on and
learned experientially, as problems are solved within a network of human relationships. I
et myself the task to luok at teaching as a cultural activity, perhaps describable through
folk models. The! motivation for this work also arose out of a concern I share with Michael
Connelly (1987, 1989, with Clandinin 1988), Freema Elbaz (1981), and Jean Clandinin
(1985), a concern to view teachers’ professional knowledge as both personal and social, and
in this linkage not to relegate the personal to being a mere illustration Jr instantiation of
social structures, nor, on the other hand, to create generalizations ou. of an in-depth

understanding of one particular case.

*I would like to thank Dolores Furlong, Rosalie Young, Michael Connelly, Carol Mullen, Jill Bell, Hal Grunau
and Jessie Lees for their help in the preparation of this paper.
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Given these concerns it is generally important to stress the influence of each member of a
professional group on the content of the model, and to point to the links and implications
for individual teacher’s development and particular student’s learning.2 My effort 1n this
paper is to move toward partial knowledge of a professional group through unde.standing
particular actions of a particular grade 8 teacher, Carol Burke.3 In my work with her I view

the group knowledge of teachers through cultural or folk models.

I was initially attracted to work with Carol Burke by the em,.hasis on relationships and a
sense of community I sensed in the description of her teaching.? She seemed to be the kind
of teacher I would have liked to be during the time I taught high school, a time which I see
now as having _ en contoured predominantly by a view of knowledge as a body or corpus,
the content of which is hierarchically organized. In 1990, as I read fieldnotes written about
her classroom in 1986/87, I wanted to find out more about her teaching by thinking her
narrative through with her. I also began to conceptualize two folk models through my
reading of her instructional moves, the student/teacher interactions and the reflective
comments Carol Burke made to Cathy Allen, her participant researcher. I began to
construct narrative accounts of her teaching activities and her "personal prac.ical
knowledge" (Connelly & Clandinin, 1984, 1988a) and then brought these to her for her
perusal and comments. I discussed what I wrote with her and observed her in a different
setting in a new school this year. Burke enjoyed reminiscing and reflecting about her 86/87
situations and linking these to her current teaching. I enjoyed watching her teach and
talking things over with her. By doing this I recons‘ructed some of my own narrative of
teaching and learning. Our telling and retelling had spinoffs ir the reliving; I am a
different teacher, I believe, for having heard her story, and she is more aware of the

tensions inherent in her work.

2Zeichner (1989) points to a2 conundrum in teache: development, when he asks “whether the profession as a
whole can ever develop a sense of shared professional standards, yet sharcd professivnal standards are one of
the defining features of a profession” (p. 1).

3Pseudonym used for the sake of privacy.

“These descriptions of Carol Burke's teaching were in the fieldnotes Cathy Allen made 1n 1986/87 as a
researcher/participant for the Second International Science Study Cer.cda (Connelly, Crocker & Kass, in press).

I
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While looking at fieldnotes on her 86/87 grade eight classroom, I began to think of folk
models as having a narrative cr what I called an "is wnen" quality: I thought that if I asked
teachers to tell me about what communication, relationships and a sense of community
have to do with curriculum, they might give me a philosophical statement, but more likely
they would give me something that has a temporal stretch to ii, which I call an "is when"
quality. Children, when asked the questior "what is (for example commurication)?”, often
answer, "it is when I do such and such". One child may argue "no, it is when I do so and

so". In this way parts of a folk model get negotiated and vassed on. I believe that 1n a
professional context many "is when" stories are told that are experiences and expressions of

folk models at work.®

For this reason I gathered aspects of two folk models in Burke's professional situation
thraugh a narrative retelling of events in her classroom and I sensed two folk models at
work 6 one: Knowledge as body or corpus, hierarchically organized and two: knowledge in
relation to people that is communicatively structured. By looking at what I call the
narrative qualities of one of these folk models in this paper, I believe I open ) a space to
se2 the personal practical knowledge of an individual te.cher at work within the model, and
thereby I also open a perspective to view the possibility of continual change in the cultural
models via individual eaactments of them. The influence of the individual or personal on
what is socially shared then counters notions of determinism or disempowerment on
account of predominant social structures. This will be further elaborated throughout the
paper.

Folk models draw their power from being inexplicit, non-propositional, iived and socially
shared (D’Andrade 1981). They are not the kind of knowledge that fits into a technical

rational frame’ of professional practice, or, more generally speaking, into an objectvist

5Carr(1986) proposes that our experience of actions and of our selves has a narrative quahty.

®In this paper I use a folk model and cultural model alternately since I do not want to stress an expert folk
dichotorny one might attribute to the use of the term folk.

"I am using the term technical rational as Schdn (1983) spoke of it.
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view of reality. Johnson (1987) discusses the objectivist point of view and explains that for
objectivists it is possible to move from "public meaning directly to specific states of affairs"
Johnson (1987, xxxi). This is exactly the underlying assumption of technical rational
professional education: it is thought we can move from academic findings, research
arguments or technical models directly to the states of affairs in classrooms. Speafic places
and circumstances, bodily processes, or acts of imagination and persvnal feelings and

purposes are thought of as irrelevant or else as manipulable in a technica, :ational manner.

In what follows in this paper I am trying to demonstrate that professional knowledge, like
cultural knowledge, is shared and passed on through enactments, particularly through the
experience of narrative detail: feelings, moods, imaginative acts, pnysical arrangements,

personal aims and fears, in sum, bits of enacted story.

I look at a particular enactment of one folk model (knowledge as relating to people) and see
what we might say about that enactment. I restrict myself in this way because I am

exploring acts of teaching and learning, not cognitive structures or questions of ontology.8

8A folk model is non-propositional knowledge. The name I gave one such a model rnowledge as relating to
people, is an artifact trying to name an unspecifiable cluster of narrative detail. The folk medel 1tself 1 not
reduceable to any propositions we might use to name it.

Lakoff (1987) and Johnson (1987) talk about "prototypes” in a similar way, when they try to describe what 1s
held in common in dynamic non-pmpositional clusters of image schemata and metaphors. They also warn us
against overestimating the "solidity" of such prototypes that they are not “passive receptacles into which
experience is poured", but that they are "flexible in that they can take on any number of specific instantiations
in varying contexts"; that they are "fluid patterns that get altered in various contexts", but still "retain a certain
relative stability" by becoming "conventionally located" in a network of meaning (p. 29, 30).

There may very well exist prototypes in our teaching culture of the folk models, but 1t is not the purnose of
this paper to circumscribe or establish a prototype. How could one do this in any case? After all, what1s the
prototype of a "chair"? Can we describe it completely? We all know a chair when we see one, with the exception
pernaps of some artistic renderings which may require a secend look. Or, children may see a chair-like quality
in all kinds of things, which once it was are pointed out let us recognize those things as chairs. How then 1s the
prototype "chair" passed on? By looking at, drawing, producing and buying chairs and by sitting on them,

My effort in this paper is not to prove the sharability of a specific prototype and even less tu prove its
existence. Nor do I intend to take up the notions folk model as a collection of categorized components which can
be named clearly and completely. D'Andrade in his Folkmodel of the Mind (1987) did this very well by
abstracting detailed characteristics of this particular cultura! model from interview matenal. I do not claim to
show what exactly it is, that his held in common by a professional group (Keesing, 1987, calls "model I" the pool
of common sense knowledge and understanding of the community). Nor do I want to emphasize a cognitive
approach by delineating mental principles and recipes held by an individual (Keesing’s *model II*). Also work
on Schema Theory would be useful here, based on r.g. Mandler 1984. However the assumptions about the
nature of "prototypes” allowed me a useful hypothesis about the nature of professional knowledge and let me
tentatively link particular actions in & classroom as connected to knowledge which 1s socialiy shared.
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My starting points on the notion of folk model itself were certain spects described by
Johnson (1987) Connelly and Clandinin, (1988) anc D'Andrade (1981): Johnson’s (1987)
emphasizes mind/body connections which ground cultural knowledge in the body and the
imagination. In analyzing an interview passage on a man’s feelings about rape Johnson
pointed cut that in order to understand the passage as a meaningful whole, we need to
draw on shared embodied metaphors anl folk models in our cutture. E.g. through folk
models about sexuality we take it for granted that sexual activity is a natural consequence
of sexual emotions, which in turn are se.n as a natural way for men to respond when they
see a physically attractive woman. Similarly, details in the fieldnotes I was anaiyzing did
not come together as a meaningful whole, until I began to see them as held together by folk

models about knowing and learning in our culture.

Connelly and Clandinin emphasize folk models 1z professional contexts and link them to
personal knowledge. "Children in groups create management difficulties” for them was one
such model, which they saw as an example of a "socially embedded professional view"
(1988b, 17). They see this model in the culture of teaching as a way a teacher (Judy)
"makes professional contact with other teachers" (p. 17). The suggestivn that particular
actions of a teacher are linked via folk models to knowledge held by a professional group

has been a point of departure for me.

I also built on D’Andrade’s (1981) suggestion that content-based rather than formal
abstraction may be the method of transfer we use in the transmission and learning of
caltural models. I thougl.! that narratives might be good vehicles to carry content without
depriving it of its links to situation, emotions and moral pressures; narratives also make
room for the temporal dimensions of a particular content. For these reasons I gathered
together narrative details from the fieldnotes gradually building up a professional version
of the folk models "knowledge as relating to people" and "knowledge as hierarchically
organized body or corpus". The narrative details included descriptions of physical

surroundings , actions, feelings, and ends in view.
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One might ask why study £lk models in teaching, if we cannot conceptually manipulate
them, if they are in the air, so to speak, and passed on "automatically" or "by osmosis"? In
Carol Burke’s case I noticed two contending models at work, and I believe it is important to
be aware of such tensions in our practice.? Burke’s [ rofessional career has been shaped by
a tension between what she called "teaching rotary" and "having your own kids".lC It
seemed to me that "teaching rotary" happens in schools because we value bodies of
specialist knowledge, and for teachers who like "having their own kids", their relationship
with the students becomes an important part of the knowledge they impart. In her first
years of teaching, in 1965/66, Burke was a homeroom teacher, but subsequently she taught
rotary for nineteen years. Yet her subjects, Physical Education and Guidance, emphasized
relationship to children. Also, in those years she often chose to team teach, was invoived 1n
after-school activities and concerned to see the school evolve into a more close-knit
community. All these efforts indicate how important "relating to people" was to her. As
she talked with Allen, and later with me, she became more explicit in her description of a
tension between two things she considered important: trying to fit a curriculum into what
students have previously learned and will need to kncw in high school, and helping her

students learn through good communication with her and with one another.

What we had at Bay Street School was that everybody has one class and the kids were out
for everything ... we had to teach our own science, geography, and history. That is what
the people at this level complained about, that the content is so high now, the demand on
the curriculum is so high, that you are complaining we are not turning out scholars but ... I
don’t know if this (rotary sysiem) is any better. For some kids yeah, but a lot of kids no. ...

I think (subject specialization) is great as far as content goes. It doesn’t work if a school
has a lot of discipline problems, a lot of social, economic problems, because that is why we
went off the double rotary system where you had a half a day in homeroom doing language
arts and math and half a day rotating from all of the different subjects and we found that
discipline problems became greater. ...

There are just so many problems with it. Just keeping tabs on students. ...

Special subjects means seeing everybody but not taking in the nitty-gritty part of the kid
you know. So that is one reason we went off rotary. But delivering curriculum is sort of a
side problem to that. Ifthereis a balance, I don’t know. (Int. Mey/87).

®It has not been proven to my knowledge that such an awareness does not in turn affect practice. The study
of the entailments of such an awareness might prove interesting although it is not part of my project at this
point.

10 discussed this tension with Burke by constructing three stories of her teaching and gving them the titles
Teaching Rotary, Working with Other Teachers, and Liking Each Other as a Basis for Learning.
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In her final year at Bay Street School she seemed to have found that balance to a large

degree, "the best of both worlds" as she tcrned it.

I had the best of both worlds because I only had one (homeroom) and 1 h .d guidance, and I
saw my own class for guidance too. And I had them twice a week. I integrated a lot of the
health. So I really did have the best of both warlds plus I had . wonderful class. (Int.
Dec./89).

Now, in 1989/90, she has changed schools and is teaching a specialist subject, guidance, in
the morning to eighteen dificrent groups in each six-day cycle, while cuunseling children
individually in the afternoon and attempting to be a kind of liaison person amongst the
staff. She told me that in her current situation she moves from room to room and one of her
problems is having to step into another teacher’s territory, and into disciplinary situations
and classroom relationships she has not created herself. This makes relating to the
children more difficult and disciplining children works against the couaseling role of a
guidance teacher. She is hoping fer her own room next year, so that the classes can come %o

her instead.

In 1986/87, the year the bulk of the field notes were taken, Burke was in a homeroom
situation. There, too, the tension between the two models was played out. To illustrate, I

begin by giving the end of Burke’s story that year as Allen saw it enacted and recorded it in

her fieldnotes.

Apparently colleagues had given Burke advice for her "new job", and that advice had
implied that kids would bie hard to handle during certain pericds of the school year whken
there is no hard and fast curriculum, because examinations are over and grading decisions
have been made. This links to the netion of curriculum as a body of knowledge, making it
difficult to teach when there is nothing left of a particular chunk of that body to teach at

this particular time of year. Burke told part of the story in her own words:

Well, the May 31st deadline for the change in option sheets. The kids are all aware that
the report cards go on to the high school at the beginning of June and that their future is
pretty well 2t. And I wondered what was going to happen for the rest of June and was
pleasantly surprised that it didn’t make one little bit of difference. So we just continued
the June program as we would have anything else. I did at that particular Lime a couple of
things that I would have liked to have done earlier in the year but didn’t get & chance to do,
and so I put them in there. We h.1 a lot more class meetings and talked a 1o more about
social and future and guidance type things, informally and without any threat of testing or

19




that kind of thing. ...

And it was just good because I knew them so well by that time and it was quite different
talking to them than talking to them in September. We looked back over the year. I had
them write letters to themselves to be delivered to them in five years with their address on
it so that they could see what they were like in grade eight. Well, we did those, and we also
wrowe some letters to the grade seven’s who were coming into my room, about what
expectations I had, and what they coulc expect. So it was lookin% on, forward looking
kinds of things. And then we planned our big trip to the city Tower!! for dinner and had
different fundraising things for June and it was very pleasant. It was not at all what I
thought i* might be when teachers used to suy, "O4, June -- what you do with them?" It
wasn't at all like that.

How this unexpected situation had come about cannot ke explained in a few words. It is the

story of Burke and her students during that year that needs to be told.

In 1986/87 there was a sense of learning a hierarchical body of knowledge not orly in many
teacher’s views of curriculum and in many of the curriculum guidelines which Burke used,
b it also in the organization of her school. Hierarchical bodies of knowledge needed tc be
taught by spe-~ialists in each field and learned by groups separated according to their
readiness and previous preparation in each area. In grade eight at Burke's school, French,
Physical Education, Music and Industrial Arts were rotary subjects taught by specialists 1n
rooms other than the students’ homeroom. In 1987/88 Burke and the other teachers voted
to put science and math on rotary as well. The homercom teacher was left to teach

language arts and geography.

In the notes of Burke’s teaching I saw the alternative professional notion of curriculum as
communicatively structured at weck: It displayed the importance of relationships,
democr7“ic responsibilities and a sense of community. I relate this professional notion to
the coltural model: knowidge as relating to people. Taught versions of this professional
notion (or olkmodel) are prevalent today in teacher education programs and cwrrnculum
development wherever social skills, cooperative learning and communicative competence

(e.g. in secrw d language learning) 2re emphasized 2,

Upseudonym used.

12At times the cultural model has *hardened® into techmical versiors, z.g. in Joyce's work (1986, 1987)




As pointed out earlier in this paper the complete story of this cultural model cannot be told.
It may e :2ntially be impossible to ever do so, since folk models consist to a large extent of
"obvious fact.", of things we take for granted and which have therefore become invisible. 1
have tried to convey some of these taken-for-granted contents by leaving intact whole
sections of the ficldnotes which contain what may seem extraneous details. But it is
through these descriptive details ‘l.at essential components of the model are cenveyed.
Also certain aspects of the model are implicit in how Burke says things and how she acts in
the classroom. There are, as well, physical objects, instituuonal characierisucs and
patterns of crganization; moreaver there are prescriptive elements: the narrative details
coniain a cultural pool of information which implicitly prescribes the use of its contents and

is filled with emotional connotations directing this use (D’Andrade 1981).

My ncrrative excerpts of the knowledge as relating to peope model begin in Seplember;
then there is a December interlude and the story ends in June. As we hear it unfold, we
tan attend to ohysical, moral and emotional components of the model: the physical
structures in the classroom are the embodiments of the model in the teaching situation and
provide the setting for the stor,. Professional "hovi-to's" are present as impiicit hints of
practice or ways of doing things thut are taken for granted. We can also extra ,olate moral
"ought-to's" or negative sanctions, the good and bad implied in what is done. Agaiu, the
model is not intended to be a cognitive one, nor a precise description of the social knowledge
of a particular group. It is the model in its narrative form, as enacted by Burke that
particular year in that particular classroom. The narrative contairs three intermingling
voices: that of Carol Burke, in her grade eight classroom; that of Cathy Allen, the
participant observer in that classroom in 86/87; and my own voice as I teconstruct both

their voices in this paper. Although the content is mostly presented in the words of Allen, 1t

is narratively arranged by me with a few contextual statements.13

All of this was done in a collaborative context or as Keesing (16,7, p. 372) says, "fashioned

3My contextua) statements are set in a different font.

|2




10
together in ongoing interaction", where the teacher was given a &mce to veto, support and
build on what the researchers were saying. My voice shaped Allen’s field notes of classroom
events into a more tightly narrative form in order to capture the temporal stretch of the
particular mudel, as well as its moral and contextual qualities. I was also aware of a certain
implicit struggle on the part of the teacher to let the "relating to psople” model succeed and

this awareness of mine influenced the selection of the excerpts.

Getting io like each other in becoming a learning community

In?# September 1986 Carol Burke was a homeroom teacher after fifteen years of rotary
teaching. She had a grade 8 class of immigrant children, children whose command
of English varied, children from the lower economic strata of society, some children
from families where several members had been in trouble with the law. Carol taught
them English, History, Geography, Science and Guidance, using Board and Ministry
guidelines, but she alsc spent much of her time attending to other things.

She had the children decorate the ten builetin boards available in the rather large
room which was their homeroom. She had a rug in the back of the room on which the
students sat to have class meetings. Committees were formed, issues were voted on
and group ownership and responsibility were stressed. But this did not come easy.
The participant researcher Cathy Allen described the eariy September events:

(By her second day of teaching)!® Carol had left the classroom basically the way it was
when she got it. I believe her intention was to nrganize it to suit the children and that the
students would have a big part to play in how this classroom would be organized. As yet,
she has very few things up on the walls ... Early in the day she asked if they had gone to
the (exhibition) and other things that they had done over the summer. The students didn't
have a lot to say. Afier tl.2 students finished filling out the registration cards she talked to
them about classroorr - .. :agement. She said that she wanted io run her class as a
democracy and she ¢plasaed to them what a democracy was. She gave the example of
what they might want ‘o Jo for a Christmas party. She said that some might want to have
the party in th- room, others might want to have it at her place, and others might want to
go to a restairant. She said that they would vote on this. She asked what the minority
would do when they didn’t get their choice. She tried to get them to say that they would
hzve to go along with the majority. She finally had to tell them this. She used several
other examples to discuss this problem.

Ske (also) .alked to the students about their writing folders. She told them that they could
decorate these folders. She talked about the markers at the front of the room that they
could use to decorate them. She said the markers belonged not just to her, and not just to
them, but to the whole class. ... She talked about the bulletin boards in the rooms. She said
that they belonged to the class and that they were responsible for decorating these bulletin
boards with their work. She felt that there would be enough bulletin boards for two
students per board. (F.N., September 2/36)

Rights and responsibilities seem to be part of the model - in structuring the
uvironment, in making decisions, in ownership of classroom materials and in the
sharing of 1deas.

14My additions to Burke's and Allen’s voices are set in heavy type.

15Minor substitutions inserted by me into Allen’s text are in brackets.

13
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(The following week was the first classroom meeting.) At 10.10 she started the classroom
meeting. She had the students go sit in a circle on the rug at the back of the room. The
first thing Carol said when she had them all seated was she wanted them to talk. She went
over what the classrcom meeting was. (It was like pulling teeth to get the students to
respond.) She said the purpose of the meeting was to plan things. She said she would like
each student to take a turn as chairperson. She said this would help them make them
aware of the problems that occur at a meating when people start talking out of turn and
talking about different things. But she added that she didnt think they would have to
worry about this for a while. The students were very quiet and it was very hard to get
them to respond. ... Carol asked them what sort of things they might talk about at a
classroon. meeting. There was absolute silence. (Eventually they discussed) classroom
routiaes... lates. ... extra help ... walking as a class... seating arrangements... field trips...
committees (Classroom Maintenance Committee, Social Committee.) Carol sa:d she would
like to be on the Social Committee. The first thing that she would like to do is plan a party
for the class at her house; in the next few weeks. She said that they would urder pizza or
something and that she would probably have it on the weekenc: Lecause she didn’t want
them to go home after dark. She said she hoped to have this near the end of September.
She said that she would sit on all of the committees ana help them out, but she would like
students to take charge. She said maybe i, the end of the year she wouldn't have to do
anything at all. ... She asked if the students had any committees that they could think of.
One student mentioned a fund raising committee. Carol said that was an excellent idea
and that it required people who were well organized. She told them again that she would
help them with all of the committees ... At the end of it, all but 6 of the students were on
committees. ...

(A few days later) the vice principal came in then and asked here when she would like to
send the students for swimming. She had trouble finding a time because her students are
gone so much of the day. She finally decided on day 6 during the 3rd perioi. He asked her
if she wanted the students to go from September to January or from Feb:uary to June. He
told him that she wanted to have the students take a vote. She stood up and asked the
students to vote on this. They voted in favour of going from February to June. (F.N,,
September 8/86)

More and more every day it became evident that Carol valued and modelled friendly,
honest interaction, trust and cooperation, as Allen reported:

(While the children were working there was a noise in the hal! as Carol and I) talked about
former students coming back to (the school). She said she thought it was very nice. She
said there were some teachers who didn’t like it, 2nd just told these students to go to tn:
office. She said she tried to make time to talk to them, if she didn’t have time she would tell
them she was very sorry, she hoped they would come back at a later time ... (As a first
impression 1 thought Carol was) very affectionate with the children. She (often) put her
arms around them and touch(ed) their shoulders. She smile(d) a lot and seem(ed) very
upbeat and fun to be around. ... (In the afternoon at 3 o’clock) she told (the students) to
make sure that their desks were cleared and chairs on top of the desks. She said it was
important to be in good with two groups of people: caretakers and secretaries. The students
then left for the day. (F.N., September 2/€6)

She (also) talked (to the students) about their behaviour. ... "I will trust you until you
prove me wrong". She ga. . the example that she would send them to musi~ on their own,
but if she started to hear from other teachers that their behaviour was t..d she would nave
to start walking with them. (F.N., September 4/86)

(The next day) She asked for volunteers to help her (in the) afternoon (to wallpaper the
bulletin boards) but didn't get any. ... (Later) we talked about the fact that she didn't have
any class sets of textbooks. ... She said for her reading program it didn't matter about not
having a large number of textbooks because she is planning to put studer.ts into groups.
She said it usually works out about three reading groups, one high, medium and low. ...
At 12.00 she dismissed her students. A former student came into the classroom to visit.
Carol asked her about another students who wes a friend of this girl, she told that if she
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saw her, she would like this other girl to come and visit her. (F.N., September 3/86)

(A few days later) Carol made a note «.  when their birthdays were. It turned out that two
of her students’ birthdays were (that day), and another student (was having) her birthday
later (that) week. She said that they would have to have a celebration. (F.N., September
8/86)

Carol made definite instructional moves to develop zelf esteem and mutual respect
among her students along with a caring attitude about "kids who are difficult to
like®.

(By September 9th students were writing journals every morning.) The new topic for their
journal was "things that I like about myself that I am good at and that other people like
about me". She said this wasn't to be an ego trip but it would be a probiem if they couldn't
think of anything they liked about themselves. She said "You can’t expect other people to
like you if you can’t think of anything to like about yourself". (F.N., Scptember 9/86)

(A few days ago Carol had mentioned to Allen that) she (thought) they (were) a really good
group and even Mike, who (was) a bit of a problem. She said that she could mother him.
She would handle him and there wouldn't be any problem. (F.N., September 3/86) ...
(Today) there was some discussion with Mike about truant officers ... He said that his
parents had been fined $200 and that he had seen two psychiatrists. Psychiatrists had
recommended that he go to a special school in the U.S. Carol asked ..m if his parents had
been against it and Mike said they were for it, but he had been against it, that nobody
bosses him around. Carol just smiled at that and let it go. (F.N., September 15/86)

Creating a trusting friendly atmosphere alsc meant awareness and exprecsion of
emotions. On September 19th Allen noted a storytelling session:

Although I thought the story was furiny and that Carol read very well putting in lots of
expression into the words, there was not a lot of laughter or even smiles from the students
in the classroom. There were only two students who seemed to find a story funny although
occasionally more of the students would-laugh. (F.N., September-18/86) ... They discussed
how they had felt when they had read the story. One boy said that he didn't like it and
Carol asked him why. He said that it was because he wasn't interested in horses which was
what the story was about. Carol told him that that was a fine reaction, that if you weren't
interested; then that was okay. Rick said that the story had made him feel like he wanted
to cry. Carol asked how many in the class had felt sad when they read the story. She
asked how many students cried when they saw a sad show. She asked the students how
many never cried when they watched a sad movie or read a sad book. None of the students
raised their hands. Carol said I am glad that no one said they didn’t, particularly the boys.
She said that she was glad they were honest enough to admit their emotions. She said that
everybody is affected by stories. ... Although the students were supposed to be in charge of
asking and answering the quections it never really turned out that way. Carol had to
repeat the questions to try to draw the responses from the students. (After class) we talked
a bit about Rick’s reaction to the story. Carol said she was glad that he had said that,
because it gave her the opportunity to discuss showing emotions. Carol said that the other
students look up to Rick because he is such a good athlete. I said that I had thought he had
been kidding but it was obvious that he wasn'’t. Carol said she had thought so to when he
first mentioned it. I said that showed how he had been socialized to expect hoys not to
admit feelings and Carol agreed. (F.N., September 19/8€) ...

To relate to her students the way she wanted io Carol felt the need to extend the
classroom to outeide-of-school environments as well as 0 extend her time with them:

Carol talked (to mte) about the students coming in yesterday to set up the room. She said
some of them came and helped while some of the others just spent most of the time
chatting. She said she had about eight students come and some of them were students that
were new to her classroom. She said she had made hot chocolate for the boys and they had
just talked about things. Carol said she thought that was quite important even though she
didr't get as much done as she had wanted to. She said they were quite funny. Then she
talked about three of the boys who were new to her room. She said the reason that vhey
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(also) had come to her was that (their previous teacher) had felt the kids needed "tender
loving care". She said that one of the boys came from a family with a criminal background.
(F.N., September 23/85)

(In late Septembezr) Carol nad asked the whole class over to her house, and she told me
about it: "Just to start the year off with a little bit of an informal kind of meeting. When
we got there we talked ... I ate lunch with a cenuin group of kids and then I walked home
... with a different group of kids and the kids weuld! tell me ... their personal experiences. It
was really early 'a th- year and I think it develcuy a rapport that would take maybe a bit
lomger 1"Y hadn’t had that kind of day where we did that kind of “hing. And when they ...
walked into my house and some of the kids said oh, you have got a lovely house Mrs.
Burke" and some kids took their shoes ofi automatically and some kids didn’t, and other
kids saw that other kids were taking them off, they took them off before they stepped on
the carpet and I gave them popcorn for the movie and some kids, they spiiled it and took it
up right away and put it in the garbage ... It was a good day ... I think probably I will do
that every year” (Interview, December 8/86).

By and by Carol felt her efforts led to some success. The students were more talkative,
some too much so. And some tension had developed around certain studers: Again
Carol sought ways to bridge the tensions and create the feeling of a caring
community, where each individual was valued.

(By late September) the students were a lot more involved in this discussion than they had
been at previous classrcom meetings. ... This time more studants volunteered for the
different committees. ... There was more talking out and Carol told them that they were
losing the idea of one person at a time talking. (F.N., Ser cember 26/86)

Arthur was a difficult child to handle and not well liked by his classmates.

(One day) Arthur was almost screaming in the class. He seemed to be talking abcut some
movie where they had done kung fu and he was demonstrating all the actions. (F.N.,
September 29/86) ... (For the reading groups the next day) Carol said she had put Anna
(her best student) and Arthur together. Anna had been left out at the group at the front.
She said there was a tiny reaction when she made this move, but she had exglained to
Anna that (she and Arthur) they didn’t have to touch, all they had to do was to nand each
other their questions and then they ciuld work on them on their own. Anna had caid okay
then. (F.N., September 30/86) .

Carol’s emphasis on the affective dimensions of learning seemed to take hold. But
she was also aware of the difficulty of maintaining a close relationship with everyone
in such a large group.

(In early October I again watched Caro! read a story to the students) Har reading was very
expressive and she put a lot of emotion and feeling into the words. The students sec ned to
enjoy the story and there was qaite a bit of }aughter. (F.N., October 3/86)

(During the following week Carol and a phys ed teacher had a volleyball game with Carol's
students. The two teachers won.) Carol joked with the kids about it. She said "I am not
going to rub it in", and then she left it like that. Rick said that they hadn’t really been
trying and Carol said, jokingly, yes, that she understood that if they had really been trying
they would have won (F.N., October 9/86)

(By this time the reorganization in the school had taken place and Carol had received a
number of additional students. We) talked sbout the trend to integrate all students into
the regular classroom. I said I didn™ think this was fair and Carol said, she didn’t think it
was fair to the regular students either. She said she was concerned about the attention
that the regular students would get. In fact she said she was so concerned she was
considering putting her son into a private school. ... She said she was concerned because
sometimes she goes home at night and she doesn’t even know if a student was in her
classroom or not. She said she can’t remember and she doesn't like that. She said that
there were some who demand attention like Arthur, but there were others that were easy
to overlook. ... Carol commented that as far as she was concerned the most important
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thing was that the teacher liked the students and the students liked the teacher. She said
if that is the situation then the students will learn (F.N., October 7/89)

By December there was an easygoing camaraderie along with a more disciplined
attitude.

"All of the boys pretty well are very respectfil to me and polite and say gaod evening and
geod morning and none of tixem would hurt me in any way at all, like to lash out. Arthur
mayh2. Last week he told me I was getting old because I had wrinkles under my eyes. I
said, ‘Oh thanks & lot Arthur! You made my day’. Well, Rick got 3o mad. “Well so what’, so
she is stil* pretty’, or scmething like t}:at". (Interview, December 8/86)

Carc. told me that (early i: December) the sti..jcats had voted to exchange gifts. She said
they planned to go to Mr. Greenjeans for lunch on the last day of classes before Christmas
and then go to a movie afterwards. She said :hat the students w:nted to see Crocodile
Dundee. She didn’t know if it would be in the Cineplex (F.N., December 3/86). We talked
about buying Christmas presents, while Carol double checked to make sure that the report

'rds were in the right envelopes. She mentioned about wanting to go see Crocodile
Dundee and Anna asked if there was a bank in the Fairfield Centre.!6 Carol said there
was and there was also some discussion about what time the Centre opened. Johnny asked
how much meney they had ir. the bank and Carol said they had $300. She said they had
started with $250 and had made $50 on their first dance (¥.N., December 3/86). ... Carol
askcd some of the students to go and tidy up the art tr.ble. A couple of the students went
over. Chris started to sweep up the floor and he asked Carol if she missed srthur. Carol
said, yes, and Johnny told her she must be crazy. ... Jim came and sat at Carol’s desk and
commented that the students get the hard chairs and the teachers get the soft chairs. He
then added that he felt normal today and that he usually feels hungry. Carol came back
and pulied him out of ker seat and told him that it was time for him to read. The students
ctarted to do their reading assignment then. (After a few minutes) the students had
settled down and were reading.

Emphasizing flexibilities and authentic interaction Carol reflected on what was
important to her in the way she dealt with the students and in the manner she
organized her classroom.

(When I asked her) "Does Arthur have any impact on the other students in your program?”,
(she answered), "Some days he does ar:d some days he doesn’t. It depends on the mood of
tl.e class, and it depends on the last time that I said to them ignore him. Although I think
it is less and less all of the time now". (I asked) "You don't think he slows you down?" (She
replied) "Oh once in a while I feel oh, what am I doing and I tell the cless that. I sort of
apologize? But I mean I will stop for a minute and talk to Arthur and I will say what a
waste of time this is, and the class knows, and sometimes I will deal with him, dependi:g
on my moed too. And I won’t do it all of the time. And sometimes I just get sick of him and
they know. And I get out of my desk to walk over and the class knows it that I am up to
there. If 1 am in a good mood, sometimes I just joke with them and carry on with them".
(Interview, December 8/86)

Reflecting on rhe way she had organized her days during the fall term, Curol pointed
out how important it was to leave time to atlend to individual needs or to simply chat
a little.

(Carol said), "I knew teachers used to complain about paper work. Homeroom teachers and
attendance taking and collecting the money and all that stuff. And I thought the best time
to do that is in the morning so that if those kids have something to do as soon as they come
in, that leaves me time to do those kinds of duties and it has worked out perfectly. They
come in, they have their writing, they have the journal and they have spelling, and that
leaves me time to talk to the kids who want to talk to me and there is always some kid who
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wants to tell me what they did last night cr what they have to do or what the problem is

with this or whatever, or it gives me time to collect things or it gives me time to identify

with kids that have to go to the dentist or the doctor or whatever. That kind 0" thing. So I

will do that next year for sure. That is going to work out just perfect for me" (Interview,

December 8/86).
Mark Johnson in his book The Body in the Mind explained that he wanted to give a kind of
"geography of human experience (p. zxxvii)'. I see myself attempting something similar
through {his narrative: I seek to give the "geography" of a particular folk model. This
means describing the contours and features of the landscape, while the greater significance
of some of them remains hidden to the eye, as the face of a mountain only hints at the rock
formations within. In spite of the mass of detail given in this story I ride roughshod over
those details - pieces of glistening quartz which might upon closer examination render a
wealth of information about the mountain. I thought it more important at this point to
describe the lay c{ the land at the cost of a more in-depth examination of the significance of
each detail ia relation to the whole narrative or vven to the major theme. In doing this I
count on the willingness of readers to pull in their own connections and construct signs of

significance as they interact with the details of the story. In that way the readers become
part of the process by which this particular cultural knowledge is passed on.

I do, however, want to emphasize the narrative qualities of the folk model Znowledge as
relating to peovle asit is presented here. I see the above narrative as a folk model in action,
which puts in evidence a plot - that of building relationships. Carol made specific moves to
bring about a feeling of togetherness among the students and between the students and
herself. She did this t.ar agh after-school get-togethers, student/teacher volleyball games,
class meetings and patiently dogged prompts for participation. She modeled affectionate
and accepting behaviour ard authentic interaction rather than stereotyped student-teacher
roles. The narrative also brings into view an implicit goal or "ending" - to create a
democratic community. Furthermore it describes a setting and an emotivnal atmosphere,
and finally it has a moral. To take these in turn: the setting consists of students sitting in
groups in a class.oom, which is jointly decorated and jointly cleaned up, and it is a pluce
where materials are shared, meetings are held and voting takes place. There are lots of

casual, personal conversations going on, and the classroom is extended to the outside,
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through field trips and a party at the teacher’s house. Secondly, the mood in the classroom,

as it is linked to the notion of curricul.:m as communicatively structured, is created by
humour and a certain amount of ‘horseplay’, but also by mutual respect, honesty, and freely
given explanations. Finally, there are certain moral imperatives: we should try to like
those that are hard to like, we must not damage self esteem, and let’s integrate antisocial

behaviour.

There are in this story other moral aspects of a prescriptive nature. They have to do with
pedagogic hints. As D’Andrade tells us, folk inodeis are content-based analogues through
which components of cultural knowledge are passed on. They contain prescriptive elements
which implicitly say: This is the way to go about doing that. Certain pedagogic how-to's
are embedded in this story’s content as well. They are implicit and embodied in Burke’s
actions, but they could, at least partially, be abstracted and summarized by instructional
advice or professional values such as the following: be casual; create a vision through
possible scenarios; create a setting where positive relationships can be experienced; model

them; tell about them and organize your day to make room for fostering these relationships.

Cultural professional models, because of their narrative quality, are not like formal
scientific or other models. I visualize them, if I want to stay within scientific imagery,
rather like what Einstein or Riemann in science and mathematics called fields - they
pulsate and fluctuate and are constantly contoured by particular "boundary conditions",
which in our case are people and Lived situations or problems to be solved at a particular

moment.

It therefore seems generally futile to try to disentangle cultural models from what Keesing
calls the "particularities and imme %iacies of each individual’s unique experience in life
space" (1987, 382), although it r-ay very well be that what is shared by the group is a
prototypical story, that is, one which is relatively bare of specific descriptive details. When
we think of the prototype chair we tend not to have an image of a specific chair, but call up

what Lakoff calls a basic level category in folk classification which, to a certain extent,
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corresponds to the genus in scientific categorization (1987, 34). Teachers can tell
prototypical, relatively empty "is-when stories”, which we can resonate to and, if asked, we
would be able to provide specific details for such stories. When the prototypical stories get
enacted in uhe classroom however, the details are all there and those details contour the
prototype via a teacher’s personal practical knowledge (Connelly and C.undinin 1984, 1986)

and the particular teaching context.

Izero in on aspects of Burke’s personal practical knowledge as it impacts on the model with
regard to the notions of relationship and community. In the fieldnotes I saw evidence that
Burke’s notion of community is shaped by variations of communal arrangements as they
occur in sports in the form of teams, - she taught physical education for many years; in
political and commuz’ty meetings - she is active in school and community organizations;
and by the sense of communitly she experienced in her own family. Comm.unity for Burke is
not shaped by, for example, the experience of spiritual communities or closely knit rural

communities as they may be found in Europe or Asia.

A sense of community coutains ideas about relationships among community members. Th.:
notion of relationship (for Burke) calls up certain variations which have developed in her
personal biography. Narrative accounts (the term is Connelly and Clandinin’s, 1990) abcut
these have been written to her (Allen ia Connelly & Clandinin, 1989; and Conle 1990
unpublished) and she considers these notiuns of relationship important in her personal
history. They are, for example, an emphasis on giving constant honest explanations, the
importance of being flexible, a distaste for arguiaents and the necessity to get to "like kids
that are hard to like". I shall try to illustrate briefly how one of these notions (her distaste

for arguments linked to a corgenial family-like community) took shape in Burke's life story.

I just find that if you get along well and you are happy, then you don't have things to worry
about and that is my philosophy in my family too, and that is the way I was brought up so I
would say, that is where it comes from. I don’t know whether I told you before, but in my...
my mother died when I was seven so there was my dad and myself and my grandmother
who < me to live with us. I don’t remember a harsh word ever being spoken in our house.
Where a normal person would see their father and mother argue once in a while. But my
father never argued with my grandmother. I don’t remember... I never ever got spanked
ever. Apparently my mother would be the one, if I was bad, when I was very little, would
give me a smack, but I don't remember ever being hit ever. My dad never laid a hand on
me and he... he is totally against that and I think because I was brought up that way, ... I
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hate fighting. Whenever my husband and I argue, it really bothers me, so we don't argue
that much. And when my kids argue, it really gets me upset, although they do it Jjust w gt
me upset (laughter) (F.N., Dec. 8/86).

A distaste for argument is not a universally accepted characteristic of a guwd reiationship,
or if it is, it is not emphasized everywhere to the extent it is here, where the folk model as

enacted was contoured by Burke’s personal practical knowlecge.

Now, we might again ask ourselves two questionc: one about the extent to which
professional models reach out into wider social contexts, and two, why bother gathering
such narrative accounts of enacted cultural professional models? I would like to point out
that both folk models, knowledge as hierarchical body and knowledge as relating to people,
are indeed widely shared in our culture and have taken on particular significance 1n

contexts of education.

In curriculum literature and curriculum guidelines there is often a predominant
pedagogical notion, that what children learn should be structured in a hierarchical way.
This notion is to a large extent determined by the assumptions that knowledge has
foundations, levels and end points; and that these need to be taught and learned in
sequence, or at least arranged in some sort of logical order; that there are zccepted
traditional ways of doing so, and that professional teachers approach curriculum in this
mnanner. I see in these assumptions a cultural model at work which I call knowledge us
hierarchical body of knowledge.

The model does not exist just in the area of teaching. It is linked to culturally pervasive
versions evident in the academic world as well as in an everyday language. We speak of
levels of achievement, of teaching the highest wisdom, of building on what we know already,
of not being able to iake it all in, etc. This ties in with Lakoff and Johnson's work on
metaphorical structures. They point to a basic container metaphor common in our
experiences about knowledge and theories (1980, p. 29,46) that finds expression in our use
of language, e.g. when we say a theory fell apart, we need to support an argument or the

theory was without foundation (argument and thecries as building).
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In a more philosophical vein, the model finds expression in academic epistemologies. For
example, the German sociologist Jurgen Habermas identified certain cognitive interests
underlying all our efforts to know (1971, p. 313).17 One of these primary interests, the
technical one, is concerred with information and aims at contro. over the environment.
Habermas distinguishes this concern from our intereut to interpret and *inderstand in order
to act among people. The first interest seeks to compile and m..ipulate a body of
knowledge, and method becomes important; whereas the second develops communicative
competence and relationshir and community become important. Habermas claims that
these knowledge constitutive intere..ts take form in our language and in the physical and
mental cultures we create.1® In the field of education there are curricular and ‘nstructional
assuniptions reflecting both of these interests. They are embedded in views of curriculum
as a hierarchically organized body of knowledge and curriculum as communicatively
structured. 1 regarded each of these views as expressions of two cultural models, knowledge
as hierarchical body and knowledge as -elating to people. 1 realize that, once again, the
language here is mine, a researcher’s language. Teachers and policy makers do not usually
use these phrases to express their assumptions, but the latter are dispersed throughout

policy guidelines and instructional models.

In academic circles, the cultural model knowledge as reluting to peorle lies at the base of
hermeneutics whick is beginning to be recognized as a way of knowing where the
reiationship between subject and object is key and wheie a community of inquirers in
conversation with one another is the dominant image. Gadamer (1975, Chpt. 1) traces the
nctions of communicative structured knowledge back :u history through Vico's notion of
common sense and back to Roman traditions and western humanist values more generally.
They were carried along through the centuries in scholarly training in rheu ric, especially

in theclogy and law.

17See also Bernstein 1986.

18Gadamer (1976) on the other hand introduces the notion of play to show a dialectical unity between both
kinds of knowing. Our knowledge of a gam. and (body of know..dge) and the team's interactive creation of it
(knowledge as communicatively structured through relationship; are both of equal .mportance and shape une
anather.
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It is interesting to note that both collaborative learning and hermenextic inquiry 1n recent
times have risen as critical alternatives to established norms. In everyday life too, the
cultu.al model of knowledge as relating to people is often evident only as a critical stance,
as, for example, in caricatures of the ivory tower scholar lacking people skills; the "blue
stocking" or "unfeminine" well-read woman of Victorian days; and the awkward

bespectacled child genius who gets teased by his classmates.

Back to the second question we proposed to discuss: What is gained by exploring folk
models when they seem to reflect only good common sense and what is taken for granted by
the profession? I believe that by focussing on their narrative quality we open up this taken-
for-grantedness and show that for their continued existence cultural models need to be
enacted, and continually reaffirmed through boing enacted, or else they fade into disuse
and die. They are really anything but given.19 Since situations and personal knowledge
contour the story that is enacted, the potential for gradual change is tremendous: each
living out of the model changes the plot, the setting, the goals, even if ever so clightly. Once
we sense this agency we may feel empowered and responsible, and not at all driven by

deterministic structures.

Each enactment then is at the same time & passing cu or teaching of the model. We can also
envisage that the enactments must have an effect on the professionai prototype and, over
time, change it as well. This has implications in two areas, one in teacher development and

the other iz our students’ curricula.

Teacher development in this view is not a question of implementation of models. Since our
model is neither nea. nor definable nor complete, we would not know exactly what to

implement. But we can tell it, listen to it and retell it from new perspectives. The teiling 1n

19Zeichner (1989) pomnts to teachers’ knowledge as an evolving body of knowledge: "The r- __.ve
practitioner’s knowledge is not static and not prescriptive. It is continually evolving and being reconstructed by
the practitioner as she reflects on her experiences. The act of reflection, then, serves twe important purposes: It
provides a framework that enables the practitioner to interpret new situations, choose goals and choose courses
of action, and it also provides a method whereby the practitioner can test and improve on earlier 1deas and
thereby revise the knowledge base in preparation for the next decision. ... (p. 2)."
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turn shapes our continued living of it, and the living will call for reconstructions of the
narrative previously told. Also, in such stories we can listen for contending models, or
recognize ideologies at work that we may philosophically not approve of. (Bowers (1987),
for example, has suggested that teachers and educators need ‘v explore ecologically
responsive possibilities in teaching and become aware of root metaphors which hide such
ecological responsiveness.) There also may be negative sanctions we may wish to ¢pen up
or remove, or we might waat to explore what initially seem counter-intuitive models as I

explored an intuitively attractive one.

Those who observe Burke - students or other teachers, - perceive her actions and "see” them
linked to their own interests. Teachers or researchers such as Allen and I may see the
pedagogy; students may interpret the how-to’s more directly as modeled action and
attitudes to be imitated, although such conscious interpretations would on.y be part of what
is passed on, a part within the larger cultural transmission which I see happening through

the experiencing, fthe narrative details.

The other important implication then, in looking at narrative models, lies in .he fact that
the enactzd story is what our students see, feel and hear. D’Andrade (1981) assures us that
our cultural knowledge is passed n through implicit folk models. I have a story of a
student in Burke’s classroom that suggests that some of the model described above was
indeed learned by him. We should listen for the themes of community and relationship 1n
this story.

Arthur had been a problem for a previous teacher.

(Artuur’s previous teacher) caid that Arthur was not one of his success stories. He had had
(him) in grade 8 last year. (He) said (Arthur) cursed and swore a lot. (FN, September
23/86).

Earlier in the yea: Arthur continually attracted the attention of both Carol and the
students. As Allen described it:

Arthur was talking a lot today. Eventually Carol went over and put her arms around
Arthur and checked what he was doing. She told him then that he should be quiet and
finish his work (FN September 23/86).

(Three days later) one of the students mentioned that Arthur was swearing. Carol told him
to ignore him, ... that she wanted to finish off the morning in a calm orderly manner and,
she said for that reason they were going to do sume silent reading for the rest of the period
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... Arthur was _) talking and Carol went over and put her arm around him and took himn
over to the side of the room and she then spoke very quietly to him (FN, September 26/86,.

(Four days later) Carol told me about what had happened that morning. She said that Rick
had told Lucy that Arihur was saying things about her and Lucy had hit Arthur. It turned
out that Arthur hadn’t actually said any of these things and that Rick had admitted it was
his fault and he had apologized. Lucy had also apologized to Arthur (F.N., September
39/86).

When I came into the room (that morning) the students were quietly reading their books.
Arthur had brought Carol a note to read. Carol read it and then she asked him if he had
sent this note to Mia first. Arthur said that he had. She asked him what he wanted her to
do about it. She asked him why he had sent the note to Mia. She said tkat he had really
gotten the reaction he wanted. She asked hirr whose fault it was and Arthur said that it
was his. Carol said, partly. ... Carol showed me the note then and it read: "Mia, you look
ug'v without your glasses” and he had three boxes, check one "Yes", "No", *Maybe". Mia
had responded to this that "you are & fucking asshole and 1 am going to rick your fucking
ass". Carol didn’t say anything to Mia but she looked up at the front and the girls were
giggling about this. She filed the note away in a folder. (I.ater that day) Arthur was
almost screaming in the class. He seemed to be talking abcat some movie where they had
done kung fu and he was demonstrating ail the actions. (F.N., September 29/86)

(For the reading groups the next day) Carol said she had put Anna (her best student) and
Arthur together. Anna had been ieft out at the group at the front. She said there was a
tiny reaction when she made this move, but she had explained to Anna that they didn't
have to touch, all they had to do was to hand each other their questions and then they
could work on them on their own. Anna had said okay then. (F.N., September 50/86)

One time (Carol) went for a walk with Arthur af*er school because (she) felt something was
bothering him (FN, September 30/86). ... (One day in November) she said that she had been
out of the classroom this morning and when she came back she found Arthur in the hall.
The other students had kicked Arthur out of the class. She found out they had been trying
to work and he was shooting rubbers at them (F.N., November 12/86).

(Later that spring Carol described the time) Arthur was with his educational
psychotherapist. She said that she had had a talk with the therapist who had wondered
how Carol had put up with Arthur for so long. (Arthur had had some severe labels
attached to him with regard to an inability to relate to people and to express emotions.) I
commented that he had cried when Anna had hit him with the paper and also that we have
seen him get angry. Carol said she knew that and had mentioned those incidents to the
therapist (FN February 4/87).

Again and again Carol related to Arthur in an honest and friendly manner. Instead
of giving up, she kept incisting that he was there to learn, that he needed to listen
and relate to people in more appropriate ways. Things began tc change in the second
term. Arthur initiated some successful interactions and academically too there were
some slight improver.ents.

(One day in F.uruary) Arthur brought the paper that Carol had asked him about earlier up
to her desk and showed her what it was. On it were three sets of names with wrestlers,
Car-! read it and asked, "Who are these?". Arthur said they were wrestlers. He asked,
"Wko do you think would win?" Carol picked first one name and then a second and a third.
Each time Arthur said, "That is right, he would win". Arthur congratulated her for
knowing about wrestling. Then Carol asked Arthur if he was going to the arcade. Arthur
said he was going with Dennis. Carol asked who was paying. Arthur said they each paid
for themselves. ...

Later that day (Carol) said that they were going to correct (some) papers now, or at least go
over some of the answers. The questions related to an article the students had read from
the (local nzwspaper) about acid rain. Carol asked first "Witat was the main theme?"
Arthur shot up his hand and Carol called on him. He said, "The effects of acid rain are
pollution”. ... (an interchange of questions and answers follows). Next Carol asked where
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did the information originate. She pointed to Steven. He said, "Washington". Carol asked if
they could be more specific. Arthur said something quietly and Carol turned to him and
s *‘d, "Arthur, you have it". He said more loudly, "The poilution sub.committee in the
venate” (FN, February 9/87) ...

(One day) Arthur asked her where Jim was and Carol told him that Jim was right there.
Arthur went over to Jim a.id said something to him which made Carol laugh. She came
beck and told me that he had said to Jim "ycu are coming to my house for a birthday party.
Bring a birthda, pr..ent". I asked her if Jim would go and Carol said that he had been
going over to Arthur’s house but she didn't know if he would bring a present. (FN, March
23/87).

Allen’s visit to Carol Burke’s clasercom es: led in April. But thers were narrative

accounts and interviews after that date. In these Carol continued the story of Arthur

and the students. Toward the end of the year the students felt they were a special

cl.ss ai.d told other teachers that they were. They made comments that Arthur would

"have never made it in an "ordinary” classroom. Sevcral of them in their year-end

letters to tnemselves, which Carol was allziced to read, said in a rather affectionate

manner that the class would not have been the same without Arthur. In Septembder

on the first day of schoo! Arthur came back to visit. "Remember me?”, he asked.

Carol laughed, *How could I ever forget!". Now in 1990 Arthur is still attending high

school and he still visits Carcl every now and then, showing her his report cards.

Arthur’s father has come beck to thank Carol for helping his son stay in school.
This story about creating relationships and a sense of community shows that there ras a
link between a folk model and the students’ curricula Change can be perceived . chat
levei, as well as on several others. Specifically, change toox place in the students, in _ae
teacher and in the reszarcher. / thur and the class as a whole evolved into a more
congenial community, while Carol managed to live out and pass on a mwodel otuer than the
one prevailing among a great number of teachers (aithough she kej¢ the latter alive in
other areas of her practice, especially when teaching specialist subjects like science). Alsc
my own teaching changed, as I pointed out earlier, as a result of working with Carol. I
have become more consciu... of nuances of various -elationships created when I am in a

teaching role.

Narratives around folk models seem usefui as a professional development act. vit;. Connelly
and Clandinin (1988) illustrate that, in terms of tzacher development, the understanding of
our own curriculum as teachers becomes a metaphor for 'inderstanding and orgamzing
curricula for students. Collaborative case studies can serve our purposes when we attempt

to gain such an uvnderstanding,?0 Teachers and researchers m.y become more aware of Lae

20Sykes (1989) sugwests this when he talks about a "relational ethics of care” in his paper on the use of case
studies in teacher preparation (p. 17).
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filters particular cultural or professional model may impese on their vision. It may increase
their sense of choice, of awareness of what they are buying into and of what they are
emphasizing or what they are leaving out. Ideally, a multiplicity of folk models in our
awareness may contribute to creating what Schwab (1973) called an eclectic stance tow ard
theory and practice. The telling and retelling of folk models as they appear 1n collaborative
case studies may contribute to a teachers’ and her students’ curricula, if the retelling feeds
into various change processes by not consciously divorcing it from life but, by allowing it
through elaborate is-when stories - to contain feeuings, goals and imaginative renderings of
situations. Such activities would counter a technical conception of teacher education. It
would no longer be a matter of directly moving from academic concepts to lived situations.
Instead morality and imagination come into play through the narratives. Exposing student
teachers to good teaching and collaborative narrative activities could become a primary

component of their program.

If we look at cultural models in their narrative, enacted forms, we can also open a new door
in research. Burke’s story is not only a story of a particular teacher in a particular
classroom, but it is a professional model reflected in curriculum guidelines and taught
models in faculties of education. Therefore, when we understand Burke's story, we have
gained insights into aspects of knowledge of teachers as a group. But we have accessed this
group knowledge not in a generalized form viewed from the outside. If we did toat, Burke's
story would be an instantiation or representation of this generalized group knowledge.
Instead, Burke, Allen and I have created a coliective story with the teacher at the centre,
and we have gained an understanding of professional practice from the perspectives of
individuals, via individual enactments and collaborative telling of a culturz’ .aodei. The "is
when" quality or narrative quality of folk models can serve teachers and researchers to
perceive, talk about and live ever new versions of a model, while at the same time

participating in its ongoing reconstruction.
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FOREWORD
VISION: THE QUALITY OF SEEING

This collection of selected writ.ngs from a 10-year periud gives the reader a freshened view of the wave
of growth in dance education and the changes during these years in pedagogical, creative, and philo-
sophical issues. As the National Dance Association gained prominerce in the field of education,
representing a broad range of concerns about dance in American culture, there was a marked increase in
university housed dance programs, arts centered curricula, development of programs for special popula-
tions, and a very special kind of celebration. the 100th anniversary of the American Alliance for Health,
Physical Education, Recreation and Dance. The ideal which guided the succeeding dance contributors
to JOPERD and Research Quarterly from 1978 to 1987 has a far reaching impact for inspiring both
developing and mature dance professionals.

Found in these articles is a clear-sighted vision of dance that is framed by a livel; view into the heart
and mind of the mover, the motion, and the moved. Sight and insight are joined in zision, that act of
tr.nscending the here and now, to inspire new ideas and to frame new questions.

Or. -oncept of vision refe.s to the physical sense of sigh.. We know that ligh: on the retina of the eye
excites a change in the fibers of the optic nerve and this change is conveyed to the brain. Required for 1

what we can envision is first the formation and then the subsequent irnterpretation of an ¢ #age on the
retina, where the lumisious rays are brought to a focus . . . . This denotation of the word “vision™
embcdies the selection process whereby the ideas of smage and focus are bonded to experiences.

Prophetic vision 1efers to seeing and describing events before they happen. We all know of some
extraordinarily accusate ideas which were proposed long before their realization vas ever posivle,
predictions such as those conceived in the fertile minds of Leonardo da Vinci, H. G. Wells, and Jules
Verne. Verne's imaginary trip to the moon was remarkably close to the actual Apollo flight of just 20
years ago. His accuracy is nothing short of remarkable: the proper crew size of three, the actual Florida
launch site; and a: estimate within 17 inches of the correct length of the spacecraft.

Such foresight is not always valued by even the most astute thinkers in other fields. Napoleon called
Robert Fulion’s vision of the steam exgine nonsense. Daniel Webster told the United States Senate that
it was wasting tirae debating whether or not to purchase what is now New Mexico and California
because these pieces of real estate were not worth a dollar. The U. S. Con:missioner of Patents in 1844
announced the foreseeable end to advancement of invention and the arts because no further improve-
ment in either was probable.

Although there are other concepts of vision, let us consider “prepared vision.” By this I mean the
mind that can not only imagine and dream but also carry ideas and dreams through to fulfillment, to
invention and discovery, because the mind has been prepared with the knowledge, the specialized tools,
and the aesthetic sensibility w see relationships and to deal wi.h problems of value, taste, and belief.

Such a mind is the treasure of the person who thinks creatively and critically. This person has acqui.cd
the inforination and nurtured the curiosity which are prerequisites to informed vision. An understanding
of where we have been, where we are, and what we :ould be is reflected in these articles. From them, we
gain a perspective and comprehension of dance which comes both from a sense of historical and
contemporary context and from our shared heritage of achievements. These constitute the synthesizing
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glue thai holds all dance educators together. Based on this kind of background and with the kind of
flexible thinking that forums such s this col'ection foster, perspective can develop and the imagination
to “connect the seemingly unconnected” can grow. Invention and creativity prosper for this ‘‘prepared
brain,” since it has been enriched and nourished by the breadth and spontaneity of ideas. The rational
and the intuitive are coordinated. Ideas have to be fed before they sprout.

Consequently, insightful dance writing merges the way of sus..ined examining and conceptualizing of
the sciences with the invigorating, freely transporting, and transcending nature of cres ;e thinking.
Both science and creativity are evident in this collection. These writers represent almost 180 authors
whose combined work demonstrates a commitment to excellence for dance in education.

Aileene S. Lockhart
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PREFACE

The theme of travel used throughout this anthology represents our own “adventures™ «n compiling
Encores II. Ve hope this collection of writings wili inspire dancers and dance educators to continue
progressing on the various diverging pathways whose common beginnings extend from the word dance.

One of our first impressions when approacied to edit Encores I was that articles relating to dance that
were published between 1978 and 1987 in AAHPERD journals were not plentiful. Yet over 200 articles
had been published in the Journal of Physical Education, Recreation, ana Dance (JOPERD) and the
Research Quarterly. The majority of the dance literature was found in a spedially focused s=ction of the
Journal, “Dance Dynamics,” which is currently published twice yearly Without these articles, guided by
editors who are authorities in the field, the collection would have been quite small. This fact reem
phasizes the need for submission of articles to these two publications over the next 10 years to enlarge
the budy of dance literature, thereby enriching the discourse on dance. These publications are vital
national forums for dancers, educators, scholars, and students.

Each article in our original pool had already bezn through . peer review process by the respective
journal which had published it. Thus, our task of selecting articles for reprinting was a sericus and
difficult endeavor.

The course taken to unify this anthology was realized while attending the “New Directions in Dance™
Conference held in Minneapolis in November, 1988. The concerns of the profession at this conference
werc of a global and philosophical nature, with less attention to the remedial and instrumental how -tos
of dance. The varied realms of dance, with their intrinsic signifcances in American culture and
education, were stressed We saw the opportunity, through this publication, to frame a decade of dance
literature which would reflect these values and expectations.

Our overall vision for Encores II was supported by six major purposes. First, we wished to present 1
vansty of voices that represented a range of experie..ce, focus, expertise, and insight on dance as part of
the educational process. Articles were selected for their depth and thoroughnes: of subject, and each is
written with clarity, acuity, and uniquc insight and expression.

Next, it was impo.tant that gencral, overriding, and universal issues of continued relevance and
challenge be presented. Many exemplary articles published in the 10-yeai period concerned individual
ized sclutions, programs, or instructional materials. However, our collection transcends specific educa
tional arenas and/or the “textbook™* basics of dance. The works republished here. capture the essence of
problems and issues of the decade, many of which still affect the future of dance within American
culture.

We also felt a responsibility to piesent writings that would inspire a sense of pathfinding or pathbuild
ing in upcoming generations of dancers and educators. This should be achieved not only from futuristic
viewpoints concerning the directions of dance, bus also from a historical perspective, a record of our
legacy. For this reason, .eral articles were selected which depict the history of dance in education.
Other writings, especially those found in the last section, reflect universal and, in some cases, perpetual
issues.

In keeping with the purposes ot the American Alliance for Health, Physical Education, Recreation
and Dance and the National Dance Association, Eacores .1 is concerned preeminently with dance as part
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of American culture, art, and education. The decision was nade to further prune the final pool of
articles and themes which had been or were soon to be addressed in other AAHPERD and NDA
publications, most notably the Focxs on Dance volumes.

Finally, wher reacing the original collection of articles, they naturally fell into certain thematic
headings. In order to create a balance of topics, the .=lection process became a “paring down”
operation. Space, either within the subject category or the publication itself, became a factor in the final
stages of selection.

Wiat is found in Enco. s II are 36 articles and one NDA proclamation which we believe best

represent the seminal literature because they evoke the primary topics, or pathways, of dance vetween
1978 and 1987.
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SECTION }
PATHMAKERS: A HISTORICAL PERSPECTIVE

The history of dance in American education is the story of the people who contributed to its evolution
and those who spread the knowledge. Their beliefs and teachings resulted in the formation of the largest
dance education organization in the United States, the National Dance Association, and continue to
serve as the foundation for dance in education toctay.

Two im srtant events which increased the visibility of dance in education occurred in 1679 and 1981.
Dance, in some form, had always been a part of the American Alliance for Health, Physical Education,
Recreation and Dance since its inception, yet not until 1979 did the Alliance add the “D" to the
organization’s title. Following this milestone, in 1981 the word ‘ dance™ was added to tite title of the
Journal of Physical Education and Recreation, even though dance articles had been appearing 1n JOPER
previous to this.

AAHPERD, of which the National Dance Association is a component, celebrated its centenmial in
1985. This event provided a wonderful opportunity to reflect on the heritage of dance in American
education and in AAHPERD

It is hoped the writings reprinted here will generate a sense of identity and continuity for present and
futvre dance educators, students, community leaders, and dance performers. By acquiring a deeper
understanding of past events, dance can L« taken in new directions.
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Rasearch Quarteriy for Exarcise
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1. MARGARET H’'DOUBLER: A PROFILE OF HER FORMATIVE YEARS,
1898~-1921

Judith A. Gray
Dianne Howe

The growth of dance activities in schools from pri-
mary through higher education at the turn of the
century brought about an urgent need to traia dance
teachers. Private teacher training schocls we-¢ estab-
lished, such as the Chalif Normal School of Dancing
in New York, while uni.ersity and college physical
education departments grappled with including dance
classes .. their teacher training programs. The latter
solution to the problem had only limited effect, and it
was to take an unusual set of circumstances and a
most unusual woman to shape the development of
college dance programs.

Long before the first college dance major was es-
tablished in 1926 (at the University of Wisconsin) the
raw materials were being assembled and melded. Mar-
gaiet H'Doubler was born in 1898, and it was her
influence and interest that provided the catalyst for
the creation of what has sinci: become the largest
system of university-operated dance programs in the
world.

Margaret H’'Doubler believed that dancing repre-
sented creative self-expression through the medium of
movement of the human body. She was concerned
with a type of dancing that exemplified educatioral
activity, rather than an outer acquisition of simular-d
grace, and was convinced that dance as an art be-
longed in the educational process. H'Doubler believed
that dance was a vital educational force since it was
entirely geared toward the total development of the
individual. She articulated these ideas as early as 1921
in her first book, 4 Manual of Dancing, after having
taught dance for only four years at the University of
Wisconsin in Madison.

H’'Doubler remained committed to this philosophy
throughout her career as a dance educator. To her,
teaching was a sharing of knowledge through vital
experience so that the student would come to under-
stand the relationship between the physical-objectve
and the inner-subjective phase of experience.'" The

method used to attain this self-knowledge was creatve
prow:em solving rather than the imposition of stereo-
typed movement patterns. In a paper prepared for The
American Association for Health, Physical Education
and Recreation (AAHPER), H'Doubler declared thar
dance as educac.on is art creation threugh movement.”
Working according to this philosophy she eventually
established the undergraduate dance major—and
later, the master and doctoral degrees—at the Univer-
sity of Wisconsin-Madison. This em.phasis on vital
experience and creative problem solving still predomi-
nates in many dance programs where studio experi-
ence (i.e., technique, improvisation, and composition)
is the primary means of teaching/learning.

Because of the magmtude of her contributions to
dance education in America, a biographical study of
her formative years merits attention. The period to Le
covered in this paper is the years from 1898, the year
of her birth, to 1921 when her Manual of Dancing
was published.

EARLY YEARS

Margaret Newell Hougen H'Doubler was born to
Charles and Sarah H’Doubler in the small town of
Beloit, Kansas. She was the second daughter and the
third and last child of a prominent Swiss immigrant
family, whose ancestors had arrived in the United
States in the early 1700s, and had resided chiefly in
Illinois and Pennsylvania.

Charles, born in Warren, Illinois in 1859, has been
referred to as “‘a man of many and pronounced tal-
ents” not the least of which was photography. He
delighted in photographing his daughters; h s photo-
graphs were intended as decoration or as “art’ rather
than as depictions of reality.” Charles H'Doubler's
sense of adventure also led him to attempt other chal
lenges and for m. .y years he devoted himself to in
vention. Because of his many successful fatents, he
was widely sought after by manufacturer, and gained
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Margaret H'Doubler at five (left) and twelve. Both photographs were taken by her father.

the reputation of having superior expertise in electri-
cal machinery. Margaret recalled that her father was a
man of .20y abilities and inexhaustible energy who
encouraged his family to venture into new and excit-
ing opportunities.* Of the H'Doubler’s three children,
Margaret most heeded and emulated him.

Margaret’s mother, Sarah Todd, was a fastdious
homemaker who took great pride 1n her home and
attempted to bring a certain amount of culture to the
town of Warren, Hllinois. She dressed her two daugh-
ters in beautifully detailed, hand-fimished gowns com-
plete with layers of lace and an abundance of neat
pintucks.® Margaret seems to have inherited her
mother’s sense of quality concerning clothes and de-
cor. At all times in her own dress and manners she
reflected impeccable taste, and this taste was evident
in her Orchesis concerts.

Growing up in Warren seem.s to have had many
advantages. Sarah and Chailes H'Doubler were able
to provide their three ch ldren with such nicetics as
ponies, carriages, vacatic.ns, and private tutoring. The

children’s early schooling took place 1n the town’s
single schoolhouse, which contained both he elemen-
tary and secondary schools. When not 1n school or 1n
the company of her brother Frank, who was six years
older, Margaret read avidly. Her favort= characters
were those from Greek mythology, Acsup’s fables,
poetry, and operas, and she later drew upon this mate-
rial for dance composition themes.® Her .nother alsu
arranged for Margaret to study the piano. The
H’'Doubleis loved aud appreciated a wide range of
classical music composers, Margaret’s favorites were
Schubert, ¢ ieg, Beethoven, and Schumann. She con-
tinued to play the piano -egularly for many years and
never lost her insatiable interest in all kinds of music.

In 1902, at the age of 12, Margarct entered the
only high school in Warren, but stayed only a year, for
in 1903 the family moved to Madison, where her
brother Frank had just been accepted by the Unwer-
sity of Wisconsin to study medicine. All three chil-
dren lived at home waiile attending school, and 1t was
not until Margaret had been teaching for a number of




years that she moved away from her family _rd into
an apartment with two other young womcn.

Margaret graduated from Madison High School in
the spring of 1906. A gecod student, she had always
managed to find time ro participate in those few
physical activities then available te girls She enthusi-
astically took part in sich sports as basketball and
field hockey and in eurythmics, a form of rhythmic
analysis devised by Emile-Jaques Dalcroze. Her par-
ticipation in physiczl activity and her continuirg 1n-
terest in her brother’s medical career inclined her tu
seek a vocation in the biological sciences.

When she entered the University of Wisconsin at
Madison in the fall 0. 1906, her desire was to become
cither - doctor or a biologist, and scientific subjects
comprised most of her initial course load. She subse-
quei ly undertook courses in philosophy, English,
music, art history, and physical education ard earned
ner degree with a biology major and a philosophy
minor. This combination of studies was t provide the
foundation for her later achierements.

Margaret signed up for her first physical education
class as an entering freshman. *“I had my first crack at
physical education and I just loved it. We had wands
and dumbbells and music . . . and I was very ex-
cited about it.”"” She also engaged in sports sponsored
by the Women’s Athletic Association, excelling in
basketball, a sport she later coached. There were also
opportunities at Madison for her to participate in
dance. The annual May Féte was initiated in 1908, it
was renamed the Spring Festival 1n 1939. The 1909
program included a grand march (a procession of all
the women at the University); a grand Maypole with
110 girls dancing, a “waltzing weaving dance” with
35 girls in white gowns and floral wreaths executing
“fancy” steps arounc. each Maypole; and finally, three
“artistic dar .es’’—a waltz, a folk dance medley, and a
florai dance. The close of the féte wa, marked oy a
pageant in which 300 or 400 girls danced in small
and large groups in accordance with a theme. Mar-
garet performed in these activities while her family
watched.?

Activities in the gymnasium also includeu dance.
Dr. Dennison, a medical doctor and instructor in the
physical cducation program, was experimenting with
the work of Louis Chalif, whose descriptions of classi-
cal and folk dance, with musical accompaniment,
were being sold to dancing instructors in schools and
colleges across the country.’ Instructors wouid deci-
pher Chalif's descriptions and pass on their interpre-
tations to the student. The University of Wisconsin
ordered dozens of these scripts, and in her senior year
Margaiet memorized several of them. Despite both
the lack of originality and flexibility in the Chalif

scnpts, Margaret found herself enjoying keeping time
with the music, which was provided by a pranist."” She
mastered a nvinver of steps—the waltz, schuttishe,
mazurka, pctka—but decided that this kind of danc-
ing instruction was not for her.

EARLY TEACHING, UNIVERSITY OF
WISCONSIN

In the spring of 1910 Margaret H'Doukler received
her baccalaureate diploma. The Department of Physi-
cal Education i vromen (previously “Physical
Training for Women™) was formed in 191C and Miss
Mayhew, the director, agreed to empluy H Doubler as
an assistant instructor at $500 per year. In addition,
H'Doubler was to be pcrmitted to teach swimming
for an extra $15 in the summer.

Margarzt embarked upon her teaching career in
1911 with enthusiasm and diligence. With her vigor,
leadership, and organi:ation, she rapidly became buth
popular and respectrd. During her second year on the
faculty a now appo’ wment was announced, wlich
would prove to be important for H'Doubler’s sut «-
quent development. After considerable searching, «
replacement for Miss Mayhew was found in the per-
son of Blanche Trilling, a graduate of the Boston
Normal School of Gymnastics,'' one of only five such
physical education teaching training institutions in
1890." Trilling’s arrival at the University of Wiscon-
sin brought a sense of new vitality and a promise of
fresh ideas and directions. Of Trilling’s appcint..ient,
Hetherington wrote:

She came to the profession with a background of
social graces and education in music, and the
professional discipline and spirit inspired by Muss
Homans. To that she added intelligent courage,
devotion, tactful manipular*on of social proble. s,
encrgy, and administratie ability. She has car-
sied through a rare piece of work and mnade the
Wisconsin organization a power.?

Margaret felt challenged as she matured as an in-
structor under the guidance and influence of Tnlling.
She taught Lasketball and swimming with s ch enthu-
siasm that class numbers continued to swell. “'I had
almost every girl in the University playing basket
ball.""* She also organized intramurals and tourna-
ments that became popular on campus.

Always intensely curious and highly motivated,
H'Doubler spent .he summers of 1911, 1913, and
1914 attending workshops concerned with physical
education and coaching, one of which was the Sargent
School for Physical Education. In 1894 Melvin Balluu
Gilbert had begun to teach aesthetic danding at the
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Sargent School.!'S The Gilbert method was based on
the five ositions of the feet, the five positions of the
arms, and whole body positions such as attitudes,
arabesques, and elevations. Thesc positions, along
with ballet and ballrcom steps and movements, weie
all done in a systematic way in strict harmony with
time and music. At Harvard rhis system was called
*“aesthetic dance” for the vomen students® and
“gymnastic dancing” for men. The men’s version was
simpler, less graceful, and less expressive, used more
folk influences, and was more robust. The men’s
teacher was called a “physical director” rather than
“ballet master” to muke it noie appealing to the
men.

H’Doubler c¢nte.ed the Sargent School for Physical
Education bursting with enthusiasm and desirous of
enunciating her own theories of movement. 1t turnec
out to be a truly disappointing experience for her.
3 Long afterwards she recalled beirg disillusioned: ““It
- was just a dreadful course. There weren’t any values—
you learned a bone rame in aratomy.”"” What she
especially decried was the absence of any teaching
about the working relationship betwe=n the skeletal
structure and movement. Her reaction to this experi-
ence is one of the earliest clues to the dawning of her
own philosophy of movement education

In May 1916, two years after the Sargent School
disappointment, H'oubler requested a leave of ab-
sence from the University of Wisconsin. She was then
twenty-seven years old, strikingly attractive, and de-
termined to keep increasing her knowledge. Both stu-
dents and colleagues admired her. She was endowed
with an indomitable youthful spirit and an unshakable
; faith in the potential of huinan beings. Even late in
4 her career she stated: **To be born is to be endowed
1 with a quickening life force, the human spirit, that
animates us throughout our individual lives.”

To guide and motivate her studerts more effec-
tively, Margaret believed that she needed to further
her cducation, especially in philosophy and aesthetics.
She applied for admission to the graduate program at
Columbia University and was accepted. Before her
departure from Madison, she was asked by Blanche
5 Trilling ro look into the dance sitvation in New York:
“Waile you're doing that graduate work in the East,
. iook around and find some dance that’s intellectually
r=spectable; something we can vse in a university cur-

riculum.” Margaret’s response was: “And give up my
basketball?1”1?

NEW YORK CITY

Once in New York H'Doubler was relatively unenthu-
siastic about searching for new dance forms as she
believed that graduat~ study at Columbia would be a
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full-time commitment. During her stay at Columbia
she spent a great deal of time reading and reviewing
bocks and articles on philosophy, aesthetics, art, mu-
sic, and theater: “I would run down tc the 42nd
Street library after I was through teaching or studying,
and read, get books, and come back as late as ten
o’clock at night.” In an effort to comply with Tril-
ling’s request, she had spent a week or so before the
fall classes cummenced visiting various dance studios;
most of these offered classical ballet. She was nstantly
discouraged and wrote to Trilling. “I am just not
getting anywhere and I am so sorry and so disap-
pointed and I am sure you will be disappointed.”?

Once she had begun her studies at Columbia,
H’Doubler met Gertrude Colby, a graduate of the
Sargent School for Physical Education. Colby had
been hired in 1913 by the Speyer School, the progres-
sive demonstration school for Columbia University, to
develop a physical education program for the chil-
dren. The program emphasized free and natural
movement and self-expression, and was des:gned to be
integrated with the total school program. Colby’s
training at the Sargent School had not prepared her
for such an assignment so she began experimenting
with a form of dance based on the interests of the
children and natural, rhythmic movement. This sy~-
tem was called “natural dance” as it provided for
more freedom in the choice of movement than the
stilted aesthetic dance and the limited gymnastic
dance that had been taught at the Sargent School.
The Speyer School had closed 1n 1916, but Colby
continued on the faculty of Columbia Unwversity and
began to train teachers in her method of children's
dance.

Here she began experimenting with different meth-
odologies {Dalcroze, St. Denis, Delsarte, and Chalif)
in an effort to find the best way to train teachers. It
was not until she had an opportunity to learn of
methods used at the Isadora Duncan School (which
she never attended), that Colby began to settle on a
methodology of her own. She sought to make the
children “‘free instruments of expression, rhythmucally
unified . . . enabled to express in bodily movements
the ideas and emotions which come from within,”
and stressed “‘dance ideas, not steps.”?! These goals
were nou completely realized, however, because her
methed relied totally on music for the emotional con-
tent of the dance, thercby limiting original self-ex-
pression.?

Across the street from Columbia, Bird Larson, who
had been trained in corrective physical education, de-
veloped the first Barnard College dance program in
1914. Although her program drew from Colby’s
teaching, Larson develor~ " 2 system which was based
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on the laws of anatonyy, kinesiology, and physics. She
believed that movement should originate in the turso,
hence, the main emphasis of her technique focused
upon gaining better control of the body. Larson's
methodolugy began with lecrning the possibilities of
natural bodily movement, then assimilating move-
ments based on gymnastics, and finally combining
these controlled movements with musical form to ex-
press an idea. Most important was her concern for the
development of the total seif through dance.?*

The two semesters at Columbia University proved
to be the intellectval interlude that initiated
H’'Doubler into the world of dance. Margaret was an
intellectual with a curious and creative mind; she
liked to lead, rather than to follow, and was forever
seeking underlying meanings and premises for all
manner of activities—mental, physical, artistic, and
scientific. Out of her concentrated intellectual pur-
suits, she developed at Col .nbia a ripeness and a
readiness for a new avenue of thought. She was ready
to develop a new way of approaching physical and
mental integration and o discard old beliefs about
creativity and individuality.

Among H’Doubler’s professors were sach leaders in
education as John Dewey and William H. Kilpatrich.
Because of her interest and persistence, Margaret was
invited in her second semester to be the graduate
member of the Colnmbia University Education Philo-
sophical Club. As a student representative to this
prestigious organization, she was able to participate in
discussions of educational philosophy and hear many
eminent speakers debate their theories and findings.
She remembers being “terribly excited about what the
human mind, the human being, really is. The values
and all . . . jt got me very stimulated.” She was
searching for an artistic activity which could be based
on scientific principles: ‘‘some tiieory some science
back of it, some reason for it,” not unth:. «ing imita-
tion and repetition, the two things that ske had earlier
observed at the Ne'v York ballet studios and had
experienced with the Chalif materials.?* Even at those
studios attempting to move away from ballet the in-
struction followed the same pattern of imitation and
repetition. She wanted to fiad a kind of dance move-
ment. instruction that a// people could use and enjoy.

After completing two semesters of graduate study at
Columbia, H'Doubler realized that she had not yet
adequately applied herself to Trilling's directive.
Again she searched through iy directories for dance
studios and classes, but relied especially upon infor
mation obtained from students who had taken classes:
“Whenever I would hear of somebody who was teach
ing, I would go and try to get in the class and see.”™

Two teachers seemed to offer most closely what she
thought she was seeking. One was Porter Beegle, who
taught Emile Jaques-Dalcroze’s system of music edu
cation, the cther was Alys Bentley. Neither offered
completely what she was seeking, but each seemed to
provide a tentative direction.

The Emile Jaques-Da.croze Institute gave classes in
eurythmics to music students and H'Doubler had a
cursory familiarity with the system from her under
graduate days. At first fascinated witt the Dalcroze
approach, she soon Secame disenchanted because it
seemed to her that in it dance was secondary, even
subservient, to the music. “It, pretty soon, was a dead
end for me because it was really movement for mu-
sic . . . that was his main purpose . . . it didn’t
mean dance to me.”%

The other significant meeting was with a music
teacher, Alys Bentley. Trilling had advised Margaret
to see Bentley who was conducting classes in Carnegie
Hall. Margaret happily complied:

I went to see her and she was very, very inter-
ested in my problem. She said she didn’t take
students if she didn’t want to. Oh, I must say at
this point, her main interest and her biggest
work was with children and she was simply mar-
velous with them. She did not teach them .ongs
or melodies, she had them create their own. She
was a highly creative person, the first one that |
had contacted. Well, she said “Yes, I will take
you and I will put you in a class.” A group of
about seven giris had been with her for years and
they were beautiful [in] movement—but they
didn’t know anything about movement, [that]
was the interesting thing.?’

Bentley had her students lie on the floor, quite
unlike any method other teachers were espousing. It
was a refreshing experience and one which evoked in
H’'Doubler an exciting revelation: “"Then it dawned
on me. Of course. Get on the floor where the pull of
gravity is relieved and see how the body will react.
Study the body's structure and its response. Maybe
something could then be done.”?*

Over three decades later H'Doubler summarized
her views of the traditional dance scene in New York
in 1917. “Nothing but endless imitation and endless
petty rivalries. It [was] anti-educational in all the ways
we [were] talking about at Columbia.” Ballet instruc
tion, particularly, drew her wrath. “It’s mostly anti-
human structure and uman function from a biolv
gist’s point of view.”?’

H'Doublzr developed her uwn philusophy of dance
and d. nce education from a voriety of experiences,




H'Doubler (top center) with members of the
championship baseball team, class of 1917. Photo taken
Jor the Badger, University of Wisconsin student

newspaper.

most probably, the teachings of Dewey, her own
background in the biclogical sciences, and the forms
she studied and observed in New York. Although
H’Doubler does not admit to any contact with Colby
and Larson, Norma Schwender comments on the
many discussions between these three women,*® and
one can at least note certain precedents set by the
work of Colby and Larson. These precedents include
Larson’s scientifically-based technique and her belief
in dance as a medium of developing the total self, and
Colby’s use of individually instigated movement (im-
provisation).

RETURN TO MADISON

Blanche Trilling had included a number of dance
classes in the prespectus for the 1917 University of
Wisconsin Summer School, and it was her intention
to have H'Doubler teach these. She was confident
that Margaret would find something of value and
never for a moment implied that H'Doubler was not
capable of fulfilling that challenge.

While in New York, H’Doubler had cut her long
hair in imitation of the style worn by Alys Bentley.
On her return to Madison, the first thing Margaret
felt she should do was “tell Miss Trilling about her
hair.”” This was no easy task and Trilling’s response
was as expected. “My Lord, Marge! Do you know
what will happen? TL. studerts will all cut their hair
and I won't be able to place them because they’ll be
considered manly!” Trilling then promptly sent Mar-
garet to the dean of women, presumably for some
disciplinary action. To Margaret’s surprise and de-
light, however, the dean’s response was “How 1 envy
you!”*! Thereafter, H'Doubler was subject to a mixed
reaction regarding her hzair and for the most part
continued to wear a hair piece or a hair rct in order to

give the illusion of locks piled up and wound on top of
her head. Despite Trilling’s anxious concern, students
were readily placed and eventually much in demand as
teachers in schools and colleges across the nation.

Many of Margarat's colleagues were curious about
her experieaces in New York and during the 1917
Summer School she demonstrated to students and
faculty alike that her stay in New York had been
worthwhile. She experimented with movements on
the floor and introduced music to emphasize beat and
measured time. At the eud of the sumraer she put on
a program of dances that drew much attention and
some support. It pleased Trilling so much that she
soon turned her attention to other departmental con-
siderations and allowed Margaret to develop her ideas
more or less on her own.

H’Doubler seriously began to develop her new ideas
about dance with the freshman class in the fall of
1917. Many of the fifteen students had had some
previous interpretive dance experience. Margaret in-
sisted that her students wear a special hand-made
garment, different from the limiting gymnastic suit
typically worn, and a pair of Roman-type sandals.’?
She wore the same attire. The costumes were racher
voluminous but they were lightweight, permitted free-
dom of movement, and were ideal for floor exercises.
The legs were bare, a bit of an innovation as the
customary women’s gymnasium costume included
long stockings.

Margaret’s enthusiasm was highly contagious und
in no small way responsible for the success of her
program. She was already a popular teacher and able
to present her new ideas without the usual resistance
accorded unknown and untested teachers. “She be-
lieved in it so terrifically and was so enthusiastic about
it” remembers Eleanor Riley, one of her first students.
“We flitted up and down, we crawled on the
floor . . . we were in very clegant physical condi-
tion.”¥

Her first movement ideas came from nursery
rhymes, fables, and classical myths. The 1918 May
Festival was held in the new open-air theater behind
Bascom Hall. American forces had recently entered
the European conflict and the dance program was
staged as a war benefit. The Daily Cardinal an-
nounced. “University Women in Aesthetic Dunce for
War Orphan Fund.” Prosperine and Ceres, an East
Indian “tapestry,” the Olympic Games in dance form,
the Hamodryads, and a closing interpretation of the
“Marscillaise’ comprised the program.

H'Doubler did not use standard steps ¢~d some of
her more experienced students declared that her danc-
ing was much freer than the interpretive dancing that

w




Q

ERIC

Aruitoxt provided by Eic:

was also being taught in the Department. {Gertrude
Johnson, another member of the faculty, was teaching
dance courses variously called, ““Interpretations™ and
“Interpretive Breathing”® Margaret was adamantly
opposed to any movement or movement idea that
hinted of ballet. She found the five positions to be
artificial and encouraged, instead, lightness, grace,
and fluidity.** H'Doubler did not perform publicly or
before her classes. This was an outgrowth of her belief
that students should discover their own movement
rather than imitate the teacher. Her system also em-
phasized understanding the human body in movement
in accordance with the laws of nature. So thac her
students might better understand how the body works
in movement, H’Doubler began to use a skejeton to
illustrate the bones and joints; she also utilized charts
of the body’s muscular and skeletal systems.

DEVELOPMENT OF H'DOUBLER'S
MANUAL OF DANCING

H'Doubler u.ed numerous notes and notations for her
classes. These proved to be indispensable once re-
quests came pouring in fur her to commit her tech-
niques in writing. A Manual of Dancing: Suggestions
and Bibligraphy for the Teacher of Dancing (hence-
forth, Manual) was begun, in hasty note form, toward
the end of her first year of teaching dance. It was
finally published in 1921 and used extensively by her
first graduati.. class during its senjor year. Her pur-
pose and concerns were set forth in the preface. " Af-
ter several years in developing a type of dancing that
shall be at once truly educationa! and creative, the
need for some written formulation of the work, its
aims, and procedures, has become a necessity.” She
urged her readers to regard dancing as an educational
activity, rather than an artifice of elegance in mo-
tion. *®

The Manual, which graphically des.ribed the aims
and format of Margaret’s approa.h, was written pri-
marily for her students and was designcd so that they
could write their own thoughts and experiences on
the blank pages that it included. A key corcept ex-
pressed 1 the Manual was that cettain exercises were
fundamental to motor control and that motor control
was fundamental te expressive movement. Exercises
were referred to by terms like. “folding and ui -
folding,” “‘the crawl,” the “prancing stcp,” and "the
rolls.”” Such exercises were often referred to as '“fun-
damentals.”

Understanding and appreciation of music was also
considered a fundamental. H'Doubler believed that

music required conscious thought and un intellectual
approach. “Appreciation,” she declared, “implies 1n
telligence. If this important element is lacking, the
experience is that of enjoyment and not appreciation.”
“Dance,” then, was the synthesis of skills in dance
exercise and music motivated by some feeling state.
Each student must be prepared “to take the raw ma
terials and crcate in dance form the message she
[wished] to impart.”"” The Manual included 2 bibl,
ography drawn from the fields of philosophy, mus..,
drama, and dance. The citations amounted to 1.2
books and articles by such authors as Darwin, Shake-
speare, Dewey, Russell, Tolstoi, Gulick, Ellis,
Pavlova, and Mosso.

ORCHESIS

Because of the popularity of H’Doubler’s Man«al and
the growing interest in her program among other
educators and students, she soon began to receive
invitations to visit other colleges and universities to
demonstrate her methods. Since almost 300 girls par
ticipated in her classes, she was at a loss as to how to
select a small group of demonstration students to ac
company her ¢n these visits. The problem was quickly
resolved. During the fall semester of 1918 many girls
had been clamoring for extra time in which to dance
Neither rooms nor staff were free during the day.
Chadbourne Hall, where dance classes had been held,
had been temporarily converted into a men’s barracks
to house the Student Army Training Corps. Conse
quently, during the winter of 1918-1919, Margaret
agreed to request a room and time from Trilling and
was granted permission to use the upstairs dance
room in Chadbourne Hall, now free because of the
armustice, on Wednesday evenings.

The first group of students quickly changed into
dancing  costumes and  expectantly  awaited
H'Doubler’s first exercise explanation. Instead, she
commenced to discuss the structure and function of
this new group. Everyone was asked to think of a
name, but it was H'Doubler who finally decided upun
the name they were to adopt. The group wis to be
called Orchesis for she had found that this was «
classical term meaning the art of dancing in a Greek
chorus. To her mind it implied the combined sciences
of movement and gesture. The name Orchesis was
subsequently used by many other American colleges
and universities for their extra-curricular dance

groups.
In 1919 H'Doubler and her dance group accepted
imvitations to demonstrate their work at nearby uni
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versities and schools (e.g., Northwestern University,
Roycemore School, The Ohio State University, Uni-
versity of Illinois, and the Drama League of America).
Other requests came from alumnae and frofessional
groups (c.g., the Milwaukee Art Institute, the Midd'e
West Conference on Physical Education, and the Na-
tional Oratorical League). At the same time an in-
creasing number of requests began to arrive for in-
structors who had been trained under Margarez.

While praising her efforts as “sph ndid, construc-
tive, and educational,” Trilling added the following
statement. *“The increasing number of requests which
come to the Department for instructors {trained]
under Miss H'Doubler emphasized the need for re-
lieving her of reutine work in order that she devote
more time to thore students who are majoring in
physical education.”

H’Doubler’s first group of dance students graduated
in May 1919. One of thcse was Berta Ochsner, the
first president o Orchesis, who H'Doubler character-
ized as a constant source of ideas and leadership.
Ochsner later choreographed in New York where in
1939 John Martin declared of her dance, “Fantasy”.

She is a welcome addition . . . not only be-
cause she is an interesting artist, but because she
brings new blood and a fresh approach to the
modern dance hereabout. She is the first dancer
to bring the technical and artistic methods of
that notable educator Margaret H’Doubler to the
professional field.*

Nearly 300 students enrolled in H’'Doubler’s begin-
ning dance classes in spring 1919, and 140 enrolled
in the intermediate classes. A “Special Teaching”
class provided instruction for forty-six aspiring dance
teachers.*

Between 1919 and 1921 Margaret H'Daubler es-
tablished herself and the Unversity of Wisconsin as
strong proponents of dance in education. She in..
porated the “Wisconsin Idea,” a philosophy of sen wc
to the state, in her curriculum development efforts,
her teaching, and her writing. She advocated aance
experiences for everyone and felt responsible for the
cultural and expressive developmen. of her students.
This could be best achieved, she believed, in a state
university and by training teachers who could carry
forth her woik. ter “Idea” of dance was to foster
social improvement, physical well-being, and artistic
enrichment. This was in keeping with the mission of
the University of Wisconsin where her ideas eventu-
ated in the first formal major in dance in the United
States.*!

CONCLUSION

Margaret H’Doubler’s contributions to dance are
many-sided. Among these are. the development of the
first dance major in higher education, the develop-
ment of Orchesis, the delineation of the .ole that
dance should play in education, and the clanfication
of concepts of teaching methodology. Because of her
contributions to dance in education and her role n
the development of the National Section on Dance of
the then American Physical Education Association
(now the National Dance Association of
AAHPERD), H'Doubler was twice honored by these
organizations. In 1963 she was named the first Hen-
tage Honoree of NDA, and in 1971 she received the
prestigious Gulick Award. In her acceptance address,
she stated:

Improvement is impossible wihout informed ef-
fort. The source of this knowledge is movement
itself. We are our own laboratory, textbook, and
teacher,
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H'Doubler’s dancers out of doors in the early twenties.
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2. DEVELOPMENT OF DANCE IN THE ALLIANCE FROM THE BEGINNINGS
OF DANCE EDUCATION IN UNIVERSITIES TO THE “D” IN AAHPERD*

Elizabeth Hayes
Ruth Murray
Gladys Andrews Fleming
Miriam Gray
Jeannette Hypes

ELIZABETH HAYES classes to become a teacher of dance. She observed the
dance work of several of her contemporaries in New
It is my task to tell you abcut the early days of dance York, but it was a music teacher by che name of Alys
in education and particularly about Margaret Bentley whose work intrigued her. She was particu-
H’Doubler and dance at the University of Wisconsin. larly interested in Miss Bentley’s way of having her
Dance in education before and during the teens and students lie on the floor where problems of balance
early twenties of this century consisted partly of Del- were minimal, having them discover certain ways of
sarte techniques. As interpreted by teachers who pur- moving and the necessary body controls, and dien
ported to emulate Delsarte’s approach tv movement, having the students translate these movements to
these techniques consisted of creating and practicing standing and locomotor activities. All of these teach-
“nawral” movements that were designed to express ers in New York who were admirers of Isadora, in-
various feelings, such as discernment, accusation, or clu"ag Miss Bentley, believed that movement should
modesty. Dalcroze techniques were also a part of early be v.atural to the body structure.
dance education in the schools and these consisted of Miss H’Doubler returned to Wisconsin and began
certain exercises that would improve the students’ classes. The “natuval dance” classes were taught on
rhythmic acuity. There were also semi-balletic dance the fifth floor of Lathrop Hall in a curtained studio,
rottines sometimes taught under the name of “aes- with lights that could be dimmed for our improvisa-
thetic dance.” And finally, there was folk dance, tions. By 1918 Miss H'Doubler’s students were begin-
which litle boys hated because they had to dance ning to feel the need for more dance experience than
with little girls, and young college women hated be- could be offered in the regular dance classes and so
cause #%ey had to dance with girls. However, changes she and her dance students decided to create a dance
were beginning to take place, especially in New York, club, which they named Orchesis. This group con-
as a result of the influence of Isadora Duncan and the vened every Wednesday night from seven to mine, and
Duncan Dancers who appeared there. meeting times were spent in exploring new tech-
In 1916 at the University of Wiscon<in, Blanche niques, improvising to music, and composing dances.
Trilling, chairman of the Women’s Physical Educa- This became the performing group.
tion Department and a forward looking woman, asked Miss H'Doubler was frequently invited to give lec-
Margaret H’Doubler, one of her physical education ture-demonstrations of this new form of «ducational
teachers, a former biology major and an all around dance. These demonstrations were not the kind that
athlete, to go to New York to see if there was some- we are accustomed to seeing nowadays. She woud
thing in dance there that should be brought to Wis- simply ask some of us who were her students to come
consin. Marge H'Doubler reluctantly agreed, provided and participate in the demonstrations. We would sit
she would not be asked to give up her basketball on the stage, not having the faintest idea of what she

*The comments here are excerpted from a convention presentation entitled “Pathfinders.” in which past dance top persons  spoke
about the periods of growth that they were most involved with.
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was going to a.k us to do, and would then improvise
on the spot according tv her directions.

By 1926 other colleges had become interested in
establishing some *“natural’ or *“creative™ dance clas
ses such as Wisconsin was offering. Miss H'Doubler
decided ihat the time had come to create a dance
major program for the professional preparation of
dance teachers—the f{irst such program to be estab-
lished anywhere. The major was based on a rich back-
ground of sciences, reflecting Miss H'Doubler’s early
scientific interests. We took biology, anatory, kinesi
ology, physiology, physics, and chemistry. The curric
ulum was heavily weighted on the science side, but we
also studied music and art history.

There was a beginning technique class taught by
Miss H'Coubler, that everyone took every semester of
every year. In this class we learned and constantly
reviewed music concepts concerning dance move
ment. There was also Miss H'Doubler’s famous rhyth-
iaic analysis class and an *“advanced™ technique class
as well as a class in cci.aposition, in which we dis-
cussed the aesthetics of form and theories of composi
tion. The creative work in chorecography was done in
Orchesis. And finally, there was Miss H'Doubler’s
dance philosophy class for ch she wrote her re-
nowned book, Dance. A Creatsve Art Experience. Stu-
dents throughout the United States who wished to
bezome dance educators turned to Wisconsin as a
Mosiem does to Mecca.

Miss H'Doubler wis 2 true educator. She firmly
believed that dance can and should enrich the lives of
everyone, regardless of degree of personal talent. A< °
look back upon these carly experiences with Marge
H'Doubler at Wisconsin, I realize that her special
values did not lie so much in the techniques that she
taught us or the compositions that she inspired us to
create, It was her demonstrated respect for the inher
ent worth and creative potential of every student that
made her the great educator that she was.

RUTH MURRAY

It is certainly acknowledged that in many ..nportart
ways Margaret H'Doubler was this coun ry’s first true
dance educator. Start.ig her work back .n *ac teens,
she kept he’ inspirational spark ali»¢ for many de
cades, even long «fter her retirement. When I first
started teaching, back in 1919, Ethel Perrin, who was
director of physical education in the city of Detroit at
that time, broughi Marge and her Orchesis Group to
Detroit for a demonstration, and that was une of my
first great inspirations as far as dance was concerned.
Others came on the sczne in the late *20s and carly
*30s who had much to do with the beginnings of vur
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present organization. But first, I should pay homage
to another influential college dance teacher at Colum

bia University Teachers College, where I went in
1923 to finish my study for a bachelor’s degree. In
those days one needed only two years at a normal
college for a teaching certificate, and armed with that
I had spent four years teaching physical education in
the Detroit Elementary Schools with Ethel Perrin as
city director, and Dorothy LaSaile and Man
O’Donnell as supervisors. Both of these latter women
had graduated from Teachers College, and in spite of
a strong pull toward Wisconsin, where I had spent a
summer workipe with Miss H'Double:, they per

suaded me that Columbia, which had an international
reputation at that time for teacher education, was the
place to go, and also that New York had so much to
offer culturally. So, fur two years I danzed with Ger-
trude Colby, who taught what she called “natural
dancing,” which stemmed from Isadora Duncan as
did much of the American college dance in the "20s,
except for classical ballet.

Miss Colby taught a strong, locomotor, sumcwhat
<iamatic type of free dance with controlled opportu
nities for creativity. It was less lyric and flowing and
flexible than Marge H'Doubler’s but even the athletic
girls scemed to enjoy it. New York proved to be an
exciting place, with lectures by John Dewey, concerts
and operas which students could attend for a pittance,
and Bird Larson teaching at Barnard College and
perfurming with her group at the Little Church in the
Boweric.

Later, when I was studying for my master’s degree
at Columbia, three important things happened. I was
accepted for a summer course at the recently estab
lished Humphrey-Weidman Studio. I tuok a course ir
children’s dancing from the late Mary Jo Shelley, who
was teaching at New College, Columbia, and in 1933
I danced with Martha Hill at the New York Univer-
sity Summer Camp, her last summer there before the
Bennington years.

I have introduced to you, then, four of the persons
who in my opinion had much to do with the founda-
tivn of the Section on Dancing of the American Phys
ical Lducation Association, as it was thea called. This
was the first organization devoted to dance education.

It happened this way. Dorothy LaSalle, who at that
time was executr; € secretary of the Committee on the
School Child of the White House Conference on
Child Health, had heard that Marge H'Doubler was
to speak at « ineeting of the National Association for
Physical Education vf College Women, preceding the
annual convention of the American Physical Educa
tion Association in Boston in 1930. She wrote for
permission to attend this meeting, as she was not a
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member, but she wished to hear the speaker. In the
discussion following Marge’s talk. Doruthy asked fur
the floor and commented on the fact that Marge had
said that the students who came to her to major in
dance were on the whole poorly prepared. Dorothy
made the point that if any dancing was taught in the
clementary schools, it was apt to be formal, and that
dance specialists should be much more concerned
than they were at that time with dancing at the pre-
college level.

Blanche Trilling immediately rosc to ber feet and
said, ““I nominate Miss LaSalle Chairman of 2 Com-
mittee on Dancing i. "he Elementary Schools.” Doio-
thy was stunned, as she wasn’t even a member of their
organization, but she accepted the assignment, ap
pointed a committee, and set to work.

The report of the Committee, titled Dancing in. the
Elenentary Schools, was given time on the convention
program of the APEA in Detroit in 1951. It was
printed in full in the Research Quarterlv in December
of that year, and with some revisions and additions by
a second committee directly concerned with dance
teaching, it was published in 1933 by A. S. Barnes
and Company. It was the first publication of the new
Section on Dancing, now out of print, it still, on the
whole, stands up well after all these years.

At the 1931 convention, during a meeting which 1
chaired, Dorothy LaSalle made her report. The dis-
cussicn period was lively, centering around sich top
ics as “What happens to this Report? Will it be pub-
lished?” And finally, “Dancing should have a sectivn
in the APEA so we can have our own mectings. Let’s
prepare a request and send it to their Board today!™
Subsequently, Mary O’Donncil was clected chair pro
tem of the proposed section, with the iea that she,
with the help of a committee she would select, would
write the request and present it.

But the path to the acceptance of dancing as an
APEA scction was a rugged one. Mary had to use all
of her intelligence and considerable charm over the
next year to convince the Board (some of the mem-
bers, as you can imagine, being ¢ .he *macho™ type)
that dancing had an important contribution to make
to physical education She was helped by Mary Jo
Shelley and Mas.ha Hill, and also by Mabel Lee, the
only woman on the APEA Board.

The Section on Dancing became a permanent real-
ity in Philadelphia in 1932. Subsequently, we had
meetings, gave papers, demonstrations, and reports on
committee projects. For several years, starting at the
New York convention in 1935 until Werld War 11
interfered, the section held preconvention dance con
ferences or workshops. These served to bring dancers
and educatoers together and also to add dollars to our
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coffers to make possible other significant happenings,
like bringing John Martin to a convention in St
Louis, as well as funding jyear-long commitice
projects.

The other great event in that most exciting decade
was the establishment of the Bennington College
Summer School of the Dance. (You will notice that
w<'re beginning to speak of “the dance™ instead of
* dancing.” Later we will even drop the modifying
article.) This school was the inspiration of Martha
Hill, who *ught there, and her friend Mary Jo Shel-
ley, with the encouragement and aid of Robert Leigh,
president of Bennington College. In the nine years of
«its existence, 1t was the center for instruction in the
technique, chorcography, and production of the new
ait of modern dance, as well s for the presentation of
several of the dance masterpieces of the gicat pioneers
of modern dance who were teaching there. In fact, a
candidate fur a college dance position in those days
would do wel: o have 4 summer at Bennington on her
resume af she wished to be considered ehgivle for the
position.

In the spring of 1935, I was asked by the Midwest
Association for Physical Education of College
Women to give a report, at their annual meeting 1n
Madison, Wisconsin, of the first session of the Ben-
nington College Summer School of Dance. I gladly
accepted, anxious to share my enthusiasm for the
project with this illustrious group. It should be noted
that in those days, the posture of physical education
women majors was almost as important as their ath-
letic skill. We had posture tests, posture dnlls, and
competitions for the girl with the best posture. I had
scarcely finished what 1 thought was a competent
paper about that first Bennington session, when I was
assailed by more than one good lady, saying 1n effect,
“What are those awful Martha Graham contractions
going to do to our girls’ posture?™ I was taken aback,
having long considered a Graham dancer’s posture
something beautiful to behold. Marg: tned to help
me, but we were both voted down.

I mention this incident only to demonstrate that
the road to tiie universal acceptance of modern dance
as dance art was as rough, indeed much rougier, than
the acceptance of a Section on Dancing by the Amer-
ican Physical Education Association. But we finally
made both!

GLADYS FLEMING

You have just had a course in the carly history of
American dance education from hve people who
helped to make that history! You have heard abouc
the work of the ecarly organization—from infancy

o
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through adolescence of the Dance Section of the As-
sociation.

Young adultheod of dance emerged as we be .ame a
Dance Division, and dance developed into full adult-
hood during the period of che Dance Division,
1965-1974. Thesc nine years were vitl, alive, potent,
visiunary years. They were rich 1n ideas. How can one
adequatcly cover the accomplishmens of these nine
years within cight minutes when 1t touk seven years to
make the decision of whether or not the Dance Sec-
tion should become a Dance Division? Some of you
took part in the deliberations—to become a Division
or remain as the Dance Section.

in the spring of 1958 the Dance Sectior. began
deloerations concerning the possibility of changing
its structure. These deliberations were precipitated by
administrative difficulties within the Legislative Board
of the Section in conducting business, as the size of
the Board was more than 20 members, Also, there
was inadequate communication with the AAHPEK
Board of Dircctors. Because the Dance Section was
vader the Genzsal Division, we had no direct contact
with the AAHPER Board. At the Spring 1958 Board
Meeting of the Dance Section, the majonty of the
Board members felt that they were not ready to be-
come involved in planning for Divisional status be
cause of the added responsibilities invclved.

Two years later, at the Spnng Board Mecung of
1960, the question of possible change of status was
once again discussed and the Board was ag.in divided.
Sorac nembers felt the section had envugh to do
withou. considering divisional status, others felt that
there was much to be giined if division.l status could
be attained. A committee was appointed to study the
concerns—advantages and disadvantages—and was
directed to report at the Fall Board Meeuag,

During the Fall Board Mceung of 1960, the com-
mittee report was given, and a few highlights are
included here. The disadvantages included concerns
that the status of dance as an an form could not be
improved by a change of organizational status, the
dance members would not be 1n countrol of the elec-
ton of their chairman, possible loss of their indepen-
dence now enjoyed under the General Divisiun, and
possible loss of autonomy in financial matters. The
advantages included desires for dance to be on a par
with women's sports and me«s athletics as these two
groups had recently become divisions, divisional status
would provide closer working relationship with the
AAHPER Board and give direct representation vn
that governing group, better representation in the
Representative Assembly, financial solvency, which
the Section had not had, and better assistance in
plenning convention programs

The Committee was charged to continue its study
and investigation, a.id the controversy continued until
members of the Dance Scction felt they were ready for
the change. The Legislative Board vored to petition
the AAHPER to become a Division during the 1962
national convention. However, additional work was
nceded and the request for tentative divisivnal status
was not presented to the AAHPER Boaid of Direc
turs until March 1963, with propused uperating codes
for the livision and its sections.

The request was returned with a suggestion fer a
probationary peried for two years, 1963 1965. We
had to make a status study to show our potential
strength in numbers and also we had to deai with the
pw-ability of dance leaving physical sducation for
uther college departments. Certain changes in organi
zation were necessary 1n order tu fit the AAHPER
propused divisional codes of operation. All this was
carefully and effectively achieved.

At the 1965 National Convention the formal re
quest was submitted by the National Section o
Dance to change from tentative to permanent di
sional status. T'.c request was approved by t.c
AAHPER Board uf Dir~wturs and the Representative
Assembly at that Conventien.

When Dance Division status was finally granted in
19635, this placed dance on a par with the recently
created Divisions of Girls and W men's Spiais and
Men's Athletics. We were now achievin  a closer
working relatucaship with the AAHPER woard. We
had better representation at the Representative As
sembly. Some finandal suhency, which was grossly
missing 1n the past, was now available. Better oppor
tumitics {or participativn in convention planning were
possible.

When we ¥~came a division, we were a determined
group. We were determined to have dance recog
nized, we were cognizant of our problems and ureless
in our cfforts to attack them. We were determined to
have AAHPEK .ccognize the contributions dance
cuuld make to the total educational prog.an.. rhe
carly Operating Code (1968) specified cmph.ms on
svund philosophies and leadership fur improving, pro
grams. Lven though the Division structure was differ
ent from that of the Section, our major purposes
remained the same  senice to .he .nembership under
the leadership of the Executive Counail. We were su
proud w have our first chairman of the Dance Divi
sion sene as a4 vie presient of the Assuciation and
sit un the Board of Directors of AAHPER. The Divi
sion had four sectivns, Dance Aesthetics, Dunee Edu
cation, Dance Forms, and Dance Theatre.

When I look back and reflect on all the work of che
Division during what 1 ¢ 1 the *“adult” period of
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dance in the Association I am impressed by structure
and function! Even though this appears terribly dull, it
became the means of our efficient operation. This
meant developing operating codes for everything. Be-
cause of the increasing complexity and scope of work
of the Division, a committee consisting of Nancy
Smith and Araminta Litt'e worked to get us started
with structure and function. Their guidelines became
the backbone of our work.

A second accomplishment was the grass roots em-
phasis. Membership did indeed grow as we worked
with district and state sections. We felt that the Dance
Division Executive Board should get to every district
meeting and as many state meetings as possible. This
helped to clarify procedures. We were determined to
bring in younger and newer people and tc help initi-
ate state dance committees in each state.

Ma..y developments emerged on which we are all
still laboring. Included in this group of activities are
certification, accreditation, curriculum guidelines, and
special programs running from kindergarten through
coliege and professional preparation. The Dance Divi-
sion placed high priority on the development of cur-
riculum in dance and the certification of dance teach-
ers at all levels. 1n order to implement this priority
and provide a service of national need, the Division
assumed leadership in professional preparation and
program development for schools.

An illustration of implementation is our work on
children’s dance through a task force which worked
for six years. Their work is summarized in the publi-
cation Chsldren’s Dance, which includes guidelines.
Also, the publication on professional preparation il-
lustrates the vigorous roles of the Dance Division in
working with other divisions of the Association.

Publications and concern for research remained a
continuing emphasis. For instance, there were compi-
lations of bibliographies, rosters, articles in the Jour-
nal, “‘Spotlight on Dance” columns in each issue of
the Journal, and such publications as Designs for
Dance, Research in Dance I and II, Dance Directories,
and Focus on Dance series.

The Division sponsored and participated in numer-
ous conferences and regional and state workshops.
These activities demonstrated vitality and interest in
dance as a profession. To illustrate, we sponsored a
conference in 1965—"“Dance as a Discipline.” It re-
sulted in the publication, Focus on Dance IV, Interest
in an international conference on dance persisted and
finally ended as a reality in Waterloo, Canada,

Throughout the life of the Division, we participated
in significant AAHPER conferences; examples are
conferences o graduate education, joint conferences
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sponsored by the Elementary Commussion on Physical
Education and the Dance Duwision, and AAHPER
meetings on perceptual motor development, creauv-
ity, and international relations.

We were there, too, when plans were made to reor-
ganize the AAHPER. We served on the main reor-
ganization committee for six years. We also continued
our relationship with such groups as CORD, Ameri-
can Dance Guild, Dance Therapy, American College
of Dance Festivals, and National Folk Fesuval.

How proud we are today that our early efforts in
both the Section and Division contributed in a major
way to the current emphasis on arts in education. As
early as 1958, wz were sending a representative to the
National Council on Arts in Education and we con-
tinued to work closely with this group. Here again we
were determined to be a part of the arts scene in this
country.

The endless activities of the Dance Division in the
arts area gave us reason to know that dance now has a
legitimate place in the arts. The continual emphasis
of the Division, also in diversified ways, in the con-
vention programs and numerous state and district pro-
grams indicated how much we have emphasized the
arts. Our concern for the arts included gathering in-
formation, legislation, interpreting program activities,
and vying for visibility. We cooperated with the Arts
Humanities Branch of the Office of Education and
the National Endowment for the Arts. We were a part
of Impact projects sponsored by the national arts
groups and funded by the U.S. Office uf Education.
We were also active in the work of the state arts
councils, We were elated in 1974 when the Kennedy
Center launched the publication of Children’s Lance
and again gave visibility to the Division’s interest in
arts in this country.

We had a series of highly iinportant causes. Among
these were getting Marge H’Doubler a Gulick Award,
collecting files and getting records in one place for
both the Section and Division. Rose Strasser served a
historian and archivisr for the project. We - ~ouraged
a graduate student to compile the background of
dance in AAHPER (Sandy Gallemore did this 1n a
quality master’s thesis) and this is now housed 1n the
archives. We creatively tried to break through on
some of the stereotypes concerning d.nce by getung
many of the men to understand and support dance
ard become involved with the Dance Division.

Our dance “story” would be incomplete if we did
not recognize the serious and impressive work of the
various chairmen of the Division. Each made her
unique contribution zesponsive to the parucular ume
she served. Included are Mary Ella Montague, Betty
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Pease, Nancy Smith, Gladys Andrews Fleming, Fran-
ces Dougherty, Betty Hayes, Miriam Gray, Araminta
Little, and Jeannine Galetti.

One cannc* reflect on the work of the Division
withcut recognition of the fine support of the presi-
dents of the Board of Directors of AAHPER. Also,
we are especially indebted to Myrtle Spande, the divi-
sion’s first consultant. Myrtle led us patiently and
efficiently to our Divisional status. Her associate was
Marjorie Blaufarb (now editor of Update), who has
continued to give us generously of her time, wisdom,
and support. The tireless work of Margie Hanson is
greatly respected and appreciated; Dr. Hanson be-
came our consultant after Myrtle left us.

And so, the Division can be characterized by end-
less communications, by memos, committees, meet-
ings, guidelines, job functions, codes, open letters,
ideas, task forces, and work witk “tate and District
groups.

MIRIAM GRAY

I am to speak on the transition from the Dance Divi-
sion to the National Dance Association. The National
Dance Association was born during the Anaheim
Convention in 1974 with Evelyn Lockman as the first
president, the first time the head person was called
“President.” Charlotte Irey was the second president,
followed by Margaret Mains, Miriam Lidster, and
Jeannette Hypes.

The gestation period of NDA was much longer
than that of an elephant—fo 'r years, at least. Betty
Hayes appointed a Reorganization Committee to
work during the fall 1970 Executive Council Meeting
in Utah, with Jeannine Galetti as chair. A considera-
ble portion of the 1971 Fall Council Meeting in
Illinois was devoted to the challenge of becoming an
Association. 1 had expanded the Reorganization
Committee, whick rorked daily into the wee hours,
and asked them to bring their latest bright ideas back
to the whole Council for consideration. Memories
flood back of Richard Bushey at the blackboard, con-
strucung and reconstructing the organization frame-
work, which soon became a circular pattern rather
than the standard chain of command from the top.
After all, the circle #s the primeval dance form!

Although many refinements occurred in the Divi-
sion reigns of Araminta Little and Jeannine Galetti,
the basic circular construct in use today was dreamed
up at the 1971 meeting. It has the Executive Com-
mittee—the three presidents and the executive direc-
tor—in the center, with direction and lines of com-
munication emanating from inside out to the sub-
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structures surrounding the center in concentric cir-
cles.

With Araminta Liztle as the major domo in 1972 at
Asilomar, Division structures crumbled everywhere.
New and esoteric structures and terminology con-
verged from ail directions. I have heard that Asilomar
is a beautiful spot on the tabulous California coastline,
but we had little chance to find out! Although ofiicial
approval of NDA was not voted by the AAHPER
Board of Directors until 1974 in Anaheim, the new
structures and substructures were unofficially put into
operation during Jeannine Galetti's term in
1973-74—the last year of the Dance Division.
Names of structures and their officers kept getting
changed, supposedly for the better, during NDA’s
first two years by courtesy of the Reorganization Im-
plementaton Committee, which was mainly
Araminta Little as chair and myself, and the Bylaws
Committee, of which I was the first chair, 1974-76.
We had the awesome charge to put all this ferment
into understandable, written form.

So what #s the new structure? The Board of Direc-
tors of nine voting members represent the three areas
of NDA. the three presidents, the three vice-presi-
dents, and the directors of the three units. Through
the ages, three has usually meant good luck. The
National Dance Association is deemed to be basically
a three-pronged operation: the thinkers, the doers,
and the districts. The thinkers are in the two Divi-
sions headed by vice-presidents—Dance Curriculum
and Dance Resources Divisions—and in the Projec-
tions Unit (once called the Dream Committee, then
the Innovative Directions Committee). The districts
are represented by the third vice-president. Among
the doers, or workers, are the other two units: the
Promotions and Publications Units, headed by direc-
tors, and all of the standing and special committees.

What has the Nationa! Dance Association done
that its parents, the Dance Division, and its grandpar-
ents, the National Section on Dance, can point to
with pride? First, NDA has made two publications
achievements that the Dance Division .alked about
for years. The first major feature in JOPER, the 16-
page insert, Dance Dynamics, appeared in May 1977,
coordinated by Kathy Kinderfather, with others to
follow. Tke second big achievement was the Spot/ight
on Dance, a newsletter, first edited by Virginia
Moomaw in September 1975. Another carly NDA
achievement was the eighth volume of Focus on
Dance, which was edited by Carmen Imel and Gwen
Smith. It was NDA’s Bicentennial is ue —Dance Her-
itage.




Another exciting development was NDA's first
grant. The Alliance for Arts Education (AAE) gave a
$20,000 grant to NDA in 1976-77 to prepare mate-
rials for the specific purpose of telling administrators,
laymen, and nondancers what dance is, its value to
education, and why it is essential to the curriculum.
This was done in twe phases. The book, Dance as
Education, was publisir:d in October 1977 and dis-
tributed to state cducat..* departments and arts coun-
cils; it is available to others for purchase from
AAHPERD. The second phase of this grant was a
companion slide-tape presentation, about 10 minutes
long, called Dance Is. Tt is also available for purchase
from AAHPERD.

Although the Dance Division had several national
dance conferences and cosponsored one binational
conference, the National Dance Association began a
series of regional dance conferences, giving them its
approval and moral support. All conferences within
the Alliance must be self-supporting. The first re-
gional conference was directed by Jeannine Galetti at
Ypsilanti in 1975. The second one in 1976 was in
Athens, Georgia, with Marilyn Triggs as director.
The third, in January 1979, was directed by Belle
Mead Holm in Beaumont, Texas.

Begun in the Dance Division but continuing
strongly in NDA is our reaching out to other arts
education organizations in the loose affiliation known
as DAMT—for dance, art, music, and theatre, with
some fatherly guidance from the Arts and Humanities
Branch of the U.S. Office of Education. This group—
NDA, NAEA (National Arts Education Association),
MENC (Music Educators National Conference), and
ATA (American Theatre Association)—cooperated
with the Kennedy Center for the Performing Arts to
establish AAE, the Alliance for Arts Education. With
both the U.S. Office of Education and AAE, the
National Dance Association is considered the official
representative of dance education in the nation!

Having been chair of both the National Section on
Dance and the Dance Division, I believe that I can
speak for all those othes in that ancestral line to say,
“NDA, we are proud of you but expect even greater
glories to come. So take it up, up, and away, NDA!"

JEANNETTE HYPES

What a great year it has been for the NDA! Working
with the Board of Directors and the NDA member-
ship, we were able to generate the support needed to
add “dance” to the Alliance title. When I took over
the helm of the National Dance Association, I felt
there were many things that needed to be done t.
keep up the progress of an enthusiastic and ambitious
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association. Sometimes goals become ends in them-
selves, so most of my ideas were to improve, intensify,
and accelerate the ongoing projects and programs—
mainly to make NDA a more viable, helpful and
essential oiganization to all those in the area of dance
as well as the other art forms.

It struck me that the one thing that would be the
most advantageous would be to gain recognition from
the Alliance by adding the word dance to the official
title. We called it the big “D" campaign. The idea
had been tossed around before but never seriou,ly
acted vpon.

On April 11, 1978 I announced to the new NDA
Board of Directors that we were going to add a D wo
AAHPER. Nobody was against it, of course, but a
few had reservations about it being possible at that
time. Being an incurable optimist, 1 felt that with
hard work and positive thinking it could be done.
Somehow it seemed like the right time.

The first step was to introduce the proposed “D” at
the Fall Board meeting of the AAHPER Board of
Gcevernors. 1 asksd the NDA Board and several mem-
bers to send me their thoughts about the beneficiality
to the whole profession to have the “D”. The re-
sponse was enthusiastic and logical. From this input
the “Ra ionale for Adding the ‘D" "' was developed.
Using a positive approach, I presented the motion to
the AAHPER Board of (overnors at the October
meeting in Washington, DC. Much to my delight,
there was little upposition and the motion passed. We
found we had enough members to qualify as a bona
fide association. As gratifying as this was, it was only
the beginning.

During the time before the New Orleans .onven-
tion, where the motion would be presented to the
Alliance Assembly, we wrote letters to strategic indi-
viduals and people we thought would be supportwve to
this proposal (let's just say we did a little politicking).
We tried to imagine what arguments would be
brought up against the motion, in order to have a
defense Jor any possible negative moves. As it turned
out, much to our surprise, the opposition was rela-
tively minor and after some well-worded but unsolic-
ited statements from representatives of the other as-
sociations, the motion was passed by the Alliance
Assembly. We ali contained our wild enthusiasm (we
had to use a great deal of control) until the Assembly
was adjourned. At the fall of the gavel, pandemonium
broke loose. Everybody was emotionally demonstrat-
ing their happiness and gratification by hugging, kiss-
ing, jumping up and down, and shaking hands. There
was an electricity of excitement in the air. We were all
on cloud nine. What a feeling of accomplishment and
satisfactioa!
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This called for a celebration! So celebrate we did, in
our dance suite at the International Hotel. It was a
marvelous party. We really did it! We reahy did it!

The most gratifying thing was the way NDA mem-
bers reacted. As I overheard snatches of conversation,
nstead of settling back and resting on the D victory,
there was an unprecedented excitement and wonderful
plans being generated as to where we should go now.

NOTE

The five persons who centributed to this chapter
were active in professional organization affairs and
played key roles in the development of the National

Everybody had ideas, inspirations, and &sg plans. It
was an exhilarating affair. Champagne wasn’t neces-
sary to generate the elation everybody was experienc
ing.

After that inspiring experience, time marches on—
so we shall forge ahead and havc an even greater
impact on the arts and physical education—but moure
spcifically dance in education.

Dance Association, serving as “‘top person” during a
part of the process. They were not only pathfinders
but also pathbuslders, for they were the ones who
directed the original or:. zation and then the reor-
ganization.




SECTION I

DIVERSIFIED LANDSCAPES: MOVEMENT EXPERIENCES
FOR NONDANCERS

Dance i« a lifetime activity that has recreational, therapeniiz, and psychosocial value. While this concept
is not new, the application of dance to other felds receivec considerable attention between 1978 and
1987. The integration of dance into interdisciplinary programs to enhance health and fitness, sports
skills, general motor skills, and as a means of understanding and improving the body mentally and
physically has mushroomed Dance as movement education has been enthusiastically embraced, not only
by dance educators, but by physical educators, recreaticnal leaders, and physical therapists.

The generic use of the the word “dance” crea.ed c.ntroversy during the decade, especially with the
growing popularity of “aerobic dance.” Dance educaters, while recognizing the values of aerobic dance,
were concerned that the general population might confuse the use of dance steps and choreographed
sequences used in aerobics with dance as an art form. The explosion of aerobic dance also produced a
flood of unqualified people leading this activity, and it was feared that aerobic dance might replace
current dance programs in the schools. In response to these issues and concerns, the National Dance
Association issued the “NDA Position Paper on Aerobic Dance” in September, 1985.

The relationship between dance and sports was highlighted during the period. Professional and
student athletes turned to dance teachers for advice on improving their sports skills. The stereotype of
the male dancer improved as professional malec athletes acknowledged the use of dance, particularly
ballet, to enhance their performance. Yet, as Linda B.in points out in her article, dance is often
secondary to sports in physical education programs. An issue of continuing relevance is the need for
redefining physical education so sports, exercise, and dance are given equal emphasis.

Continuing past trends, dance was used as therapy and recreation for special populations throughout
the decade. Dance in the therapeut®: setting continues to provide the deaf, blind, meatally retarded,
physically disabled, and emotionally disturbed with positive experiences for physical, cesthetic, and
mental development. Nationally, there has been special interest in recent years in the older adult. Dance
activities a e being used to maintain and improve the health and well-being of older adults in fitness and
social sett.ngs.

The lives of all human beings are enhanced when dance/movement experiences are provi'=d by
educacors, recreational leaders, and therapists. Affirmed by all authors is the conviction that dance

provides a way and a means to improve the quality of life by enhancing movement fluency and creative
potential.
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To transform sports people into dance teachers is no easy task. It takes time, and unyversities need to demonstrate the:-
commitment to its importance by placing equal instructional emphasis on sport, exercise, and dance.
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3. IN MY VIE:W: A DANCING SPIRIT

Linda L. Bain

Physical education majors in leotards giggling ner-
vously and avarting their eyes from the mirrors—the
memory of that first day in my required undergradu-
ate modern dance class remains shaip in my mind.
Like most of my classmates, I was drawn to physical
education because of my love of sports. Teaching
dance was not part of my career plans. Four years and
several dance classes later I had acquired a dancing
spirit if not a dancing body. As a new elementary
teacher and later secondary teacher, I taught dance—
creative, folk, and modern. Although still not a confi-
dent mover, I experienced unexpected success and
satisfaction. Dance was not just another sport! It was
an important and different way of moving, one that
provided my students a gateway to the world of crea-
tivity and aesthetics.

As physical educators, most of us are comfortable
with instrumental forms of movement such as sports
and exercise in which the objective is to score a goal,
set a record, or increase fitness. We are less comforta-
ble with an expressive form like dance in which the
focus is upon experiencing and communicating feel-
ings and ideas. We tend to delete dance from our
programs or transform it into an instrumental activity
by using it to build social skills or develop fitness.
While dance may do these things, to see them as the
goals of teaching dance is to miss the essence of the
dance expérience. Dance is first and foremost an art
in which movement is the form of communication.

Providing a quality program in dance requires
teachers who are well trained in the area and adminis-
trators and curriculum planners who see its value.
Some would argue that specialists are needed if stu-
dents are to have top quality instruction in dance (or
sport for that matter). The specialist does have exper-
tise in and enthusiasm for the subject. However, using
only specialists to teach dance does not seem practical
in many schools, especially at the elementary and
middle school levels. If dance is to survive "n the
public schools, physical educators must be helped to
become competent teachers of dance. How can our
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teacher education programs succeed in preparing
teachers who want to and can assume that responsibil-
ity?

To transform sports people into dance teachers is
no easy task. It takes a special kind of educator, one
who understands that the joy of creativity and expres-
sion and cultural appreciation can be accessible to all
and not just to those who are skillful dancers. It also
takes time. Surviving one short introductory course 1s
not sufficient. The world of dance is as rich and varied
and complex as the world of sport. To be fully 1n-
ducted into this arena requires at least as many
courses in dance as we require in sports. If our teacher
education students are to see dance as a legitimate
component of the physical education program, then
universities need to demonstrate their commitment to
its importance by placing equal emphasis on sport,
exercise, and dance.

This increased focus on dance in teacher education
programs could strengthen all aspects of physical edu-
cation, including sports. Dance educators have often
set a fine example in integrating concepts with move-
ment in their instruction. They have used the scien-
tific study of movement to support their work without
forgetting that they were teaching moivement, not
science. They have understood and valued the sats-
factions intrinsic in the experience of moving.

The primary geal of the physical education pro-
gram is to enable students to participate in movement
activities in a meaningful and satisfying way. Limiting
the program to sports and fitness narrow: students’
experiences and options. This sports-dominated phys-
ical education is a reflection of a male-dominated
society. Recent reform efforts have concentrated on
providing girls and women access to the world of
sport. More fundamental change will require a redefi-
nision of physical education to give sports, exercise,
and dance equal positions in the program for both
men and women. Perhaps then our physical education
majors will enter college with both a sporting atttude
and 2 dancing spirit.

33




| PAFullToxt Provided by ERIC

Journal of Physical Education,
Recreation and Dance.
February, 1984, pp. 50-51.

4. AEROBIC DANCE, A CONSUMER’S GUIDE

Kathleen A. Kerr

Aerobic dance 1s currently one of the most popular
courses in physical education «.t Oregon State Univer-
sity. This popularity is reflected nationwide in col-
leges, universiues, public schools, fitness clubs, and
community centers.

This article was devcloped as a guide for prospec-
tve students who may be concerned abuut the qualifi-
cations uf aerobic dance <lass instructors.

Prospective students should take the time to evalu-
ate an aerobic dance class, and the instructor, before
committing themselves. Many instructors are well-
trained and well-qualified, but, to protect themselves,
students should approach any class involv. .g strenu-
ous physical activity with a few questions pre,rared.

(1) Is the instructor trained in human -mnatomy,
kinesiology and exercise physiology? Does the instru.
tor avoid possible injury-causing movements?

® Fast, violent, jerky (ballistic) movements should
be avoided—slow, gentle (static) stretches are safer
and more effective!

® Locked (hyperextended) knees
avoided.

® In kneebends, knees should be kept over the
toes.

® Full squats should be avoided—Kknees should not
be bent more sharply than 90° while bearing weight,
nor should any twisting movements be made.

™ Neck-rolls and head-snaps can cause pinchcd
ncnves—if done at all, neck-rolls must be controlled,
performed slowly, and done while leaning forward.

® Sit-ups should be done with bent knees—and it
isn’t necessary to raise more than the shoulders off the
floor. Make sure the lower back stays pressed  he
floor as the shoulders come up.

® Don’t hyperextend the lower back—be cautious
about doing exercises such as “donkey kicns™ shich
can compress the lower spine.

® Feet should be protected by supportive, cushion-
ing shoes that fit well. The instructor should also
protect students’ feet and legs by suiting steps to the
room surface; for instance, no pounding, stamping,
jumping steps on a hard cement floor!

should be
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(2) Is the instructor trained to handle any emergen-
cies that might arise?

Cl.:ck to see if the instructor is currently certified
in CPR (cardiopulmonary resuscitation) by the Amer-
ican Red Cross and/or the American Heart Associa-
tion. (Certification, which must be renewed annually,
involves written and performance tests.) The instruc-
tor should also be trained in first aid, and hold a first-
aid card good for three years) from the American
Red Cross.

(3) Is the class small enough for the instructo: to
supervise safely?

Overcrowding can cause accidents as well as pre
vent safe supervision, and certainly decreases students’
enjoyment of the class!

(4) Is there any kind of screening to determine it
students have any medical or physical problems which
might be affected by participation?

Dance aerobics can be for almost anyone —but cer
tain precautions necd to be taken )f medical problems
are invol/ed. The instructor should use a question-
naire to determine whether anyone: in the class should
obtain medical advice before part.icipating.

(5) Is the class truly an aerobic exercise class—that
is, one based on ~aintairing an indicidually-deter
mined targiet heart ra’*?

Targe. heart rate can vary from 40 beats per minute
or mo.e fiom one person to the next, based on differ-
ences in age 2ad resting heart rate. Students should
learn tu corupute their own target heart rates - ideally,
Karvonen s formula skcuid be ased. With so much
variation in the sf¢ range of exertion possible, a
single pulse rate cannot apply to an entire class!

(6) Does the instructor monitor pulse rates fre-
quently?

Pulse rate can increase from the target rate to a
high level in only a few minutes—so students should
be given the .pportunity to monitor it frequently
after every routine is best. Students should also be
asked to check it at the end of their warm ups to see
if they have reached target level yet.

(7) Does the instructor stress individual differences?

3
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The importaric thing to remember in aerobic exer-
cise is that it it a Aeart-rate based activity. To main-
tain their own inamwvidual target heart rates, students
will have to maintain different levels of exertion. The
instructor should stress this, and not strive for uni-
formity—those going less vigorously should not b=
pushed!

(8) Doaes the instructor start each class with
stretches and warm-ups?

Appreach any vigorous activity carefully, stretching
out the muscles and allowing che body to warm up
gradually. The first 5-10 minutes of class should be
warm-up time.

(9) Does the instructor keep the cl.ss flowing
smoothly?

Stop-and-go exercise isn’t aerobic exercise! And
stopping completely after strenuous exertion may
cause one te feel faint or even pass out. Monitoring
heart rates should be done quickly—delay causes the
pulse rate to drop rap.® Including a timed interval
on the tape, between dances, is very effective.

bV~

(10) Does the instructor take time to cool down
slowly and thoroughly?

A good cool-down takes 10-15 minutes, and in-
volves graduazily decreasing exertion as well as stretch-
ing to avoid muscle soreness. The pulse rate should
drop giadually during cool-down, and students should
finish acrobic dance class with their pulse rates within
20-30 beats of their resting pulse rates.

(11) Docs the class meet often and long enough to
actually hetp increase fitness level?

Persons need at least 12-15 minutes of exercise at
their target heart rate for benefits to occur. That,
combined with 10 minutes to warm up and 15 min-
utes to cool down mesns a class needs to be about 40
minutes long, at the minimum—and this allows no
Lme for teaching new routines. An hour-long class
works very well. Aerobic exercise should be done at
least three times per week to maintain fitness, and
four or more times per week to improve fitness. If
class meets only one evening a week, students are
probably nor benefiting.

-

Aerobic dance ss a heart rate based activity. To achieve thesr own individual turget heart rates, students maintain
different levels of exertion.
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5. DANCE THERAPY: THE SHAPE AND CONTENT

Kathiyn Her lricks

Dance theravy and most current body the s have
their roots in the work of Wilhelm Reich, ..o was
the first psychotherapist to recognize the importance
of how the .lient spoke, instead of whar the client
said. The concept that emotions are stored in the
body in charactetisuc patterns (which Reich called
armoring) i¢ a cornerstone of dance therapy theory.
There are many schools of dance therapy, generally
based in psy.hological theory and translated into the
language of the buuy. From the earliest work of Mar-
ian Chace, who went into the wards of Saint Eliza-
beth’s Hospital in Washington, D.C. and danced with
the chronic patients ia the 1940s, to Trudi Schoup,
who invited psychotic patients in California to dance
their dramas, to Mary Whitchouse, who began to ask
people to move from the 1ns.de out and to dance their
dreams, dance therapy has evolved into many different
styles and approaches. Since dance therapists combine
the fields ot psychology and dance, they have an un-
usual perspective on human development which i-
based on th~ unfolding of the whole body, not just the
intellect or tne mechanics of the physical body.

In our culture we treat the body as a thing. Dance
therapy treats the body as an evolving process. We
have learnes to control the body, shape it up, pull it
together, and expect it not to talk back. Dance ther-
apy invites the body to talk back. Most of us believe
that at some point we will arrsve and be able o step
out of the whirl of life. Dance therapy is immediate.
The process demands respouse and teaches us to
make transitions and accept cyzles. We live in bodies
that are intrinsically intelligent, funny, and full of
meaning. Dance therapy is really reclaiming our right
to be fully alive and fully ourselves.

Dance therapists work with every conceivable pop-
ulation, including geriatric, forensic, autistic, neu-
rotic, psychotic, rehabilitation, chronic pain, retarded,
deaf, aud biind. All of these dance therapists have in
common a commitment to the life of the body, the
importance of reclaiming lost parts of ourselves, and
the meaning in the dance.
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Since dance therapists have graduate training ia
psychology and dance therapy clinical skills, many of
them function as primary therapists in one-to-one
clinical sessions. Others work as members of clinical
teams that may include psychologists, psychiatrists,
social workers, nurses, rehabilitative therapists, and
other creative arts therapists.

Evaluation of the client’s needs can invalve psycho
logical testing, videotape analysis, use of movement
tests, and consultatioi. with other professionals. Dance
therapy draws on the universal medium of movement,
so it 1s adaptable to a very wide range of behavior.
Most dance therapists specialize with certain popula
tions or need groups and are experts in evaluating and
treating that group. For example, the coure of treat
ment for an acute adult inpatient hospital population
is very different than that for a residential deaf and
blind school group.

DANCE THERAPY VS. DANCE

How is dance therapy different from dance? In dance
therapy we are intercsted in what movement feels like
more than what it looks like. Frem the moment cli-
ents enter the studio the focus is the relationships
between therapist and cli~nt, between client and the
space around and inside, and between awareness and
un~onscious movement. Most new clients are sclf-
conscious and associate dance with performance,
claiming, “I can’t dance.” Dance therapists use the
tac’s of dance—weight, space, and time—to enlarge
the creative and expressive world of the client. For the
chent, onc or more facets of movement potential are
mussing. For example, person- who don’t experien-e
their weight may also have difficulty getting their
partner to listen to their viewpoint. The client who
always appears “spaced out” may literally see tt:ough
a foggy and indistinct persunal space. The persun who
is always in a hurry may be unconsciowsly afraid of
slowing down enough to experience a disturbing emo

tion. Dance therapists use p.esence, anuther impor

tanit tool. The therapist’s whole body is a tool to meet
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the client’s nonverbal world, to enter the client’s
dance.

INCIVIDUAL DANCE THERAPY

Beginning dance therapy focuses on getting ac-
quainted with the range of movement of the body—
possibilities for new choices instead of habitual re-
sponses. Exploration often urcovers the unexpressed
emotions that are stored in the body. For example, in
a recent session a 48-year-old man held his chin up
and locked his jaw muscles and held his breath to
prevent experiencing the hurt and extreme loneliness
of his youth, When I asked him to bring his head level
and say, “I'm hurt” out loud, he began to shiver,
sweat, and finalily cry. The tension in his neck and jaw
released and he said he felt “free.” In later sessions he
said he was finding it easier to speak up and ask for
what he needed.

As dance therapy individual sessions progress, the
process may expand upon the repeated or intrinsic
gesture, complete the movement phrase, or inquire
into the polarity the client presents. For example, a
young womar walking with slumped, hzavy shoulders
was encouraged to exaggerate the slumping and to

notice her whole body response. When asked, “What
are you carrying?”’ she identified a *miliar pattern of
having to do everythirg right, just as her mother did.

From simple hand gestures can come moments of
unmistakable truth. A 50-year-old woman explored a
restless feeling in her body by beginning to move that
fecling with her hands. As she moved, her mind's eye
saw a shroud that had always covered her. She began
to sob with the realization that the shroud was her
body’s memory of being a surprise baby and an inccn-
venience. When the sobbing subsided, she began to
feel forgiveness for that internalized, incouvenient
part of her that she had always judged as not enough.

As individual sessions move toward completion and
termination, the client takes more and more responsi-
bility for initiating exploration, and the therapist
serves more as witness than guide. The client can
establish an internal dialogue and can make satisfying
contact with the world.

DANCE THERAPY GROUPS

Dance therapy groups, in contrast to individual ses-
sions, may look like a long cirde dance or group
improvisation. The dance therapist pays clusc atten-

In our culture we treat the body as a thing. Dance therapy treats the body as an evolving pro...s. Dance therapy is
really reclaiming our right to be fully alive and fully ourselves.
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uon to the emotional resonance of gestures and
thythms, emphasizing shared expericnces and <ach
person’s contribution to 2 common theme such as
stretching, swaying, greeting, or walking.

In a tecent adolescent group the girls were discuss-
ing how we keep penple out and when we let them in.
Partners exchanged roles with one closing her body
tightly and the other trying to persuade her to open it,
then members shared their experiences with the
group. An adult group was talking about the'r diffi-
cultic with so many new people coming and going in
the unit. The movement developed into ways we tike
and dun’t like to be approachea by others. Often: the
group begins with shared leadership of ways to feel
more comfortable in tense arcas, such as shoulders
and necks.

Dance therapists are trained to recognize and de-
velop the current emotional and psychological themes
in the group and to relate them to each person’s
individual history. Talk and movement alternate and
overlap with sometimes onc or the other dominating a
group session. In groups the issue is often, “can I be
myself and still be in contact with others?”

WHY DANCE THERAPY?

People come to dance therapy most often because
they are out of touch with their bodies. People can get
out of touch by seeking the approval and love of their
parcnts (developing shoulds and shouldn’ts), by avoid-
ing punishment (developing basic contractions in the
moving body). and by learning to survive in the world
(developing degrees of depersonalization). The core of
the dance therapy process is about regaining fecling
and awareness. Basic polarities, such as good and bad,
not enough and toc much, lovable ana unlovable, are
explored to allow a new synthesis.

Clients are (ncouraged to experience new choices
and areas from which they have withdrawn. One tool

! [AFuiTox provided by ERIC

used is exaggerating and contrasting, doing it more or
doing the opposite. For example, one client was ex
ploring her decision at 13 to remain independent and
free, especially from men. I asked her to exaggerate
her 13-year-old walk, and she grew tall as her upper
and lower body szparated and her movement became
wooden. We explored the fecling of her upper body,
aloof and poised, and her lower body, strong but
mechanical.

Dance therapy shares with other creative arts thera-
pies the focus on the creative process, the surprise of
meeting the unconscious directly. Dance therapists
paint 1n space and use the music of the body’s inner
rthythm.

Movement can take the clients anywhere in their
history that is incomplete. Dance therapy helps make
the implicit explicit. It is about the common dance we
share and the unique dance we must perform alonc.
Our bodies reflect our relationship to life intimately
and exactly. Dance therapy is about completing the
steps we feel inside, stepping out to meet life.
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6. BALLET FOR DIVERS

Diane Milhan Prustt

The diving team at the University of Miami, under
coach Steve McFarlane, began taking ballet classes
from the Dance Program as a method of building
agility, flexibility, and motor skills. In addition to the
team members from the university, the age-groupers
(ages 8 to 18) also began to *“work-out” in the dance
classes. The ballet classs under my direction were
modified to meet the needs of divers. Classes began
with the traditional barre work, moved to center for
alignment and balance exercises, and concluded with
allegro movements appropriate to the specific loco
motor requircments of divers. The university team
comprised several members who were trained gym-
nasts and several who were themselves dance majors
already familiar with the dance studio.

COLLABORATIVE PLANNING

Because this was the first time I had specifically tried
to modify a dance class to fit the treining needs of
athletes who were highly trained and more knowl-
edgeable in their own training requirements than 1
was, there was a great deal of experimentation with
the ballet exercises. There was a lot of exchange and
collaboration between the divers and me in the plan-
ning and execution of the class, and the class was
modified throughout the year as a resu! The most
important expe: aentil work centered around the
turaing exercises of the “twists” as the divers pre-
ferred to call all of my turning ex /'asr exercises.

The team members had a twice daily diving
workout, with the ballet classes occurring  twice
weekly and weight training sessions three times
wecekly. Because Coach McFarlane was developing the
strength needs of his team members in the weight
training sessions, I clected not to spend as much time
to build leg and back strength in the center floor
exercises as I would have in a regular class. Apparel in
the dance class was chosen to make the divers corn-
fortable. Leotards and tights were forsworn in favor of
bathing suits or athletic shorts with wide leg open-
ings. This lack of emphasis on the traditional ballet
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clothing was welcomed as divers often came to the
class directly from the pool. Ballet slippers were not
required, but divers who had worked previously as
gymnasts often wore those slippers to keep their feet
clean and protected. Rather than traditional ballet
music, I usad slow jazz and blues works for the barre,
and folk and fast jazz movement for the allegro. As
the year went on, the scheduling of the ballet classes
required that general student dancers join the ses-
sions. Because the divers already knew the variations
and modifications that we had worked into the class,
they performed their adaptations while student danc-
crs took a traditional class.

Diving scores are based on a series of evaluations of
the motor skills and execution of a particular dive.
‘The NAGIW'S Swimming and Diving Guide lists: (1)
the approach (when us~d), (2) the take-off, (3) the
technique and grace u. .ing flight, () the height of
the dive, and (5) the entry into the water. To illustrate
how the dance class specifically modified for divers
can help develop these skills and train divers, the
remainder of this article will deal with severul areas:
increase in body awareness, increased accuracy in
finding a centered alignment, increase in placement
and exec 1on of twisting/turning skills, and increased
awar tness of the skills of Jocomotion for the approach
2o the dive.

INCREASE IN BODY AWAR™NESS

The divers, epecially the age groupers, cxpericnced
general increases in body awareness. In any straight
position dive, the body must not be bent at the knees
or hips. The legs and the feet are tegethes, and the
toes, pointed. That all these clements must occur
simultancously in precise relationship to each other 1s
most important .o the diver. Because dance is con-
cerned with the line and design of the body 1n space,
many exercises for accurately repeating the same body
design are excellent training to help the diver in_zease
body awareness. Further, the ballet class develops the
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diver’s kinesthetic sense, enabling a constant aware-
ness of the body in motion, Because the diver must
create his/her body designs in the flashing moment of
the dive, this moving awareness is crucial to its suc-
cessful completion. Accompanying this increased
sense of the body/parts relationship is an increased
awareness of the rhythm and the timing of the dive.
By working on timing in the dance studio, the diver’s
timing—when to fimish the somersault or when to
release the tuck position or when to prepare to enter
the water—becomes more accurate, Soine of the di-
vers in the classes had difficulty performing locomiotor
movements 1n the class. The freedom that co:nes wih
moving across an entire studio floor is greater than
the diver's freedom, moving alung the short length of
the diving board. Working from the experiences of
broader, more open muvement patterns 1n the studi,
the divers approached diving more openly.

ALIGNMENT

Divers’ problems with acenrace and centered align-
ment, especially during the take-off, also may be rem-
edied th_ough dance class centering and alignment
exercises, The accurate alignment of the body at the
end of the board or on the platform must be main-
tained through the flexion of the knees and pusk-off
with the accompanying extension of the ankles. The
2lignment that the diver is able to concentrate on in
the plié and in the relevé exercises performed at the
ballet barre can help him.’her to develop a more accu

rate .cnse of the centered body. Because the accurate
push-off for a dive occurs on both feet simultancously,
weighe shifting an 1 weight centering experiences in a
ballet class are an appropriatc way to increase aware

ness of center.

Sample Ballet Class for Board and Platform Divers

¢ Exercises at the Barre
1. Port de corps (carriage of the torso to warm-up and
to prepa ¢ the spine) with flat spine and curved
spire releasing each vertebrae in sequence.
2. Port de corps (lateral flexions toward and away from
the barre)
. Demi and grand phés
. Battement tendu (in parallel and turned out positions
in all directions)

W

5. Battement dégagé un parallel and turned out pos:
tions in all directions)

6. Battement fondu (slow bending of the single sup
porting leg)

7. Développé (training the teg to sustain hoid at 45 and
90 degrees)

8. Rond de jambe 4 terre

9. Relevé to strengthen anile especially nsiep and

Achilles tendon

first position—parallel and tuined out

second position—paraiiei and turaed cat

each leg individually—paralle! and turned uit
Battement frappé (for strerqth of instep and ankies)
Jumping combinations at barre to emphasize taking
of weight on one foot but including c.)angement,
échappé, saute, assemhlé.

10.
11,

¢ Stretching on the Fioor

Stretching on the floor, divers were led in a senes of
stretches for the muscles of the spine, the thigh flexors and
extenrors, the thigh abductors a:«d adductors, and the
piaisf flexors of the ankle. The feet and especiady the arch
and the metatarsals were stretched to perfect th., une of the
foct for entry into the water. Addition: "y the divers prac-
ticed haindstand balances.

* _xercises in the Center
1. Grand battement (paraliel and turned out 1n all direc
tions)

2 Epaulement (exercises to tran shoulder and head
placement)

3 Tours en place (90. 180, 360, and 72C degree revolu
tions)

4 Repetition of various jumping combinations from tt.e
barre

¢ Turning Combinations Across the Floor

1 Chasse¢and chassé en tournant

2 6/8 polka vanation (chassé starting on the right foot,
saute on sight foot turning 180 degrees :> the nght,
chassés starting on the left foot. saute turning 180
degrees to the left)

3 Grand jeté dessus en tournant it vano.s combina
tions

4. Tour de bacque combinations

S Turning jeté n half turns progressing across the floor

¢ Locomotur Combinations Using the Whole Body
These suggested combinations were designed to simuiate
the movements of the diver's approach to the end of the
diving board and the locomotor skills necessary {o this
approach.
1. Cambinations which demand the push off with one
foot and the landing on two feet
2 Walking into a single leg push off so that the enerny
is translated vertically
3 Combrnations that alternated the landings from one
foot to two feet
4. Combinations tt.at created honzontal movemenis
that could be changed into vertical movements by a
single iey push off anc a double leg push off

¢ Centering Exercises

Centenng and vanous weigh* shifting adagio movements
were given to ¢'ase the class and to bring energy levels
down

4y
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The mechanics of a centered alignment may be
more easily understood in a studio because of the time
spent with exercises at the barre. All exercises at the
barre ere performed in a turned out position and
repeated in a parallel position. I felt that the divers
needed this balanced use of the legs which I could
give them in this double position, but they are not
concerned with the development of turn out and did
not use turn out during the execution of their dives.

TWISTING AND TURN NG EXERCISES

Divers encountered several pr.’ lems in their twisting
dives that a dance class can help to solve. They begin
by learning a half twist or a vhole twist and progress
to dcubles and triples, to two and one half and three
and ore half twists. Twisting actions oiten are com-
plicated by somersaulting a.:ions. The timing and
rthythm that accompany the body’s twisting act.ons
help the diver to determine when to go into and when
to come out of a twist.

In these dives the head and shoulder movement is
crucial to the twisting action itself, and this move-
ment may be clarified for the diver in « dance class by
the placement emphasis of the head and shoulder.
The placement and subtlety of movement of the head
and shoulder may be experienced in various port de
bras and épaulement excrcises. The shouldering of the
épaulement involves movement of the spine which
brings one shoulder forward, allowing the other to
move backward. At the same time, the head is in-
clined over the forward shoulder. The line is precise,
and helps free the st _ulder, upper spine, and head.
Spotting techniques in the ballet class can often illus-
trate the relationship between head and shoulder
placement and the action of twisting and turning. In
my classes the divers almost exclusively worked on
turns executed with no floor contact. Turns in the air
were emphasized because the diver is concerned ex-
clusively with twisting ‘turning actions as they occur
in a free-falling body. The class turns included cAassé
en tournant, grand jeté dessus e. lournant, tour de
basque, and turning jetés. The class was not concerned
with chainé wirns or pirouettes.

I noticed that cach diver developed an individual
way of using the arms during the wwist, although most
divers felt chat they were using the same position..
This use of the arms included many symmetrical and
asymmetrical designs, including placing the arms near
the chest, throat, face, and over the head. Of course
the diver wants to become as compact and stream-
lined as possible for the rotating actions. In the dance
studio we experimented both with the traditional bal-
let arm use and with the divers’ individual arm 1esigns

during the ballet turns. The divers’ arm designs 1n-
variably caused the body to rotate faster than the
ballet arms, but tended to make a balanced landing
more difficult. In dance class the divers always prac-
ticed turning both to the right and to the lef:, al-
though most of the divers were very one sided from
years of doing twists to one direction only.

APPROACH TO THE DIVE

As the class progressed, we added several movement
series designed to approximate the approach to the
dive. For the most part, the diver’s control of the
take-off from the end of the board is determined by
this approach. Among divers there are varying ap-
proaches to dives with many arm movement vana-
tions. The forward approach is cuisprised of not less
than three steps followed by a hurdle. Although the
NAGH'S Diving Guide defanes a hurdle as a jump
from one foot to the end of the board alighting on
toth feet simultaneously, dancers would more casily
describe this hurdle as two events. the push-off on one
leg as the other leg travels upward and forward, flexed
at the knee, followed by a landing in a junp with
parallel feet. Jumps always land un both feet whether
the push-off is from one foot or both. The enure
hurdle is rather like an assesmblé without the turnuut
but with a different design in the gesturing leg.

After trying to approximate a fairly accurate hurdle
as part of the jumping exercises at the barre, we
incorporated these same movements n the allegro
section of the class, moving across the floor. Keeping
in mind that the judges of the diving meets luok for
st.-ooth, straight, and forceful forward approaches, the
class worked through a series «f locomotor events for
graceful and strong movement. This senes included.
(1) uns and hurdles alternating the gestuning leg
used, (2) runs and single leg push offs to land on the
same leg, (3) runs and single leg push offs to land on
the opposite leg, and (4) runs and jumps frum two feet
to tvo feet. The use of turn out was completely elhm-
nated in this section of the class to help the < =ry
simulate the straight forward approach. The locomo-
t.1 series was designed to train the dners for che
necessary smoothness and consistency.

Because thiee Olympic medal winners took this
series of dance classes at the Unn ensity of Miamy, the
classes received pubhiaty from one of the local tele-
vision stations. Asked about the benefits of the ballet
training, seveial divers responded enthusiastically
about ther improvements. Coach McFarlane en-
couraged divers to actend classes throughout the sum-
n. s well, and duning this extended ume several of
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the younger male divers made major alignment im-
provements. The divers found time in the ballet class
for concentrated learning through a progression of
training steps similar to the progression in their own
training.

To approach perfection in the diver’s art requires
patience, attunement to precise accuracy of the body
in motion, and years of practice. Although the ballet
classes represented a different physical learr ing for
the divers, the potential for transfer of body and
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rhythmic awareness and for application of skills to the
diving board was considerable.

BIBLIOGRAPHY

Glasstone, Richard. Better Ballet New York: A.S. Barnes and
Company. 1977.

Hammond, Sandra Noll. Balle: Basus. Palo Alto, California.
Mayfield Publishing. 1974,

Kirstein, Lincoln and Muriel Stuart. The Classsc Balles New York:
Alfred A. Knopf. 1979.

Messerer, Asaf. Classes sn Classscal Ballet. ™New York: Doubleday
and Company, Inc. 1975.



SECTION Il

THE PREPARATION OF YOUNG TRAVELERS:
DANCE FOR CHILDREN

One of the first national publication. which focused on the significance of the arts, including dance, in
American education was the American Council for the Arts in Education’s Coming to Our Senses, which
appeared in 1977. Since that time, numerous other statements and studies have been issuc d declaring the
arts to be a basic component of education. In 1984, Joint House Resolution 452, which recognized the
important contributions that the arts can make to a complete education, was passed by the United States
Congress and signed by President Ko~ald Reagan.

Dance educators were not silent cur.ag this period, but rallied to support the inclusion of the arts in
our educational system. When the year 1979 was declared the “International Year of the Child,” the
National Dance Association issued a proclamation pertaining to dance education. The objectives of the
proclamation continued to be a focal point throughout the 1980s. NDA was represented at many
national and international meetings and conferences where arts education advocacy was the primary
topic cf discussion. Articles written during the period expounded on the role of dance in the .o.al
education of the child and how dance can be used as a tool to reinforce the basic skills taught in the
classroom.

Associated with this concern were other important controversial issues. The lack of dance teacher
certification in many states, the training of teachers, the types of dance that should be taught to
children, and how to measure competency in dance were addressed in the literature. Using the Jowrnal of
Piysical Education, Recreation and Dance as an open forum, educators shared innovative ideas and
strategic programs as they sought a preparation for young travelers to create, express, explore, and grow.
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Whereas a hild's body 1s a primary vehicle for understanding the self and relating 1. the world, be 1t resoived that
quality experience in darnce is the right of every child.
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7. APROCLAMATION IN THE INTERNATIGNAL YEAR OF THE “HILD
PERTAINING TO DANCE EDUCATION

WHEREAS,
the arts are universally viewed as an essential
ingredient in the quality of life.

WHEREAS,
a child’s body and senses are the primary venicle
fc understanding ana appreciating the self and
relating to the world.

WHEREAS,
dance as an art form involves the whole seif
through processes of sensing, moving, thinking,
and feeling.

WHEREAS,
quality children’s dance includes opportunities to
be a spectator of appropriate and varied dance
forms; a creator, including seif-expression and
the shaping of that expression into formi; and a
performer, including both original work and
traditional forms.

BE IT RESULVED THAT
quality experience in dance is the right of every
child.

AND FURTHER THAT
we support the objectives of the International
Year of the Child—and commit ourselves to the
task of designirig programs working towarc
effective change and the realization ¢ this
proclamation.

Prepared by members of 1he
Commission on Children's Dance
of the National Dance Association
March 1879
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8. THE RIGHT OF CHILDREN TO EXPERIENCES
IN DANCE/MOVEMENT/ARTS

Margie Hanson

Children have the right to participate in aesthetic
expericnces and to live in aesthetic surroundings.
Children are the molders of tomorrow. As adults they
will design buildiags and cities, plan playgrounds,
landscape yards, Jecorate homes, attend concerts and
plays, perform for audiences, and participate for their
own pleasure. Does it not follow, if children of today
are the artists of tomorrow, that they need to be
surrounded by an artistic, aesthetic environment and
to experience the arts in many different ways? Regard-
less of their responsibilities for tomorrow, they have a
right today to have a holistic experience in all the
dimensions of living—cognitive, psychomotor, affec-
tive, and aesthetic.

Arts are fundamental to fully experienced living;
dance is an art. Movement is fundamental to life;
dance i« movement. Dance as an art, dance as move-
ment, and dance as means of communication and
expression has a unique contribution to the develop-
ing child because it cncompasses all the domains of
learning,

The need for physical activity for a growing child is
well documented in terms of growth and developmen-
tal needs. Dance as movement is a rigorous activity,
requiring litdle space and equipmzrnt. Proper bone
growth, strong cardiovascular development, preven-
tion of obesity, reduction of cholesterol, increase 1n
strength, flexibility, agility, and balance are all prod-
ucts of vigorous activity. What a wonderfui way to
keep our nation fit—fit for living a full and productive
life.

Consider too what an effective laboratory for cogni-
tive learning occuis in dancesmovemert programs.
Children have an opportunity through moving to ac-
quire concepts such as strong, weak, fast, slow, up,
down, around, through, over, under, forward, back,
sideways, high, low, and a host of others. They learn
to judge space, direction, speed, force, as well as to
anticipate the action of others. They learn in a labora
tory of doing—how to listen, follow direciion, catego-
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rize, sequence, compare, », nthesize, evaluate, and cre-
ate! The very experiencing of new feelings is cogni-
tive. Dance is a holistic interaction of the entire self.
Opportunities aic abundar. for cognitive learnings
that are important in the process of life. In addition,
children can expeniciie their own culture and that of
others. Historical insights and ethnic knowledge are
valuable assets of a dance experience.

Children in good dance/movement p ograms de-
+ lop affectively, by using the most wonderful gift of
life-—a remarkable body, which can move and express
ideas and feelings, thus communicating in a unique
way. The language of movement is with the child
from the day of birth and is a line of communication
long before one learns to speak and to write. There is
now, also, a surge of interest in art therapy, including
movemsnt/dance therapy, as a means of improving
commuaication and restoring mental health. If it is
valuable for the child in trouble, think of its value for
the normal child. Good experiences can help each to
create, express, explore the potential of one’s body,
and develop a sense of self. Through this medium,
children also learn to interact, observe, think, cooper-
ate, and relate to peers as well as to adults.

Dance/movement means many things to children,
and children learn much through well conducted pro
grams. Obviously, to accomplish all that has been
mentioned here requires far more than learning dance
steps or merely imitating animals, machines, birds,
and flowers. It requires far more than an adult di-
recting a child ro perform a routine. It demands lead-
ers’/teachers who understand the values of movenent’
creative dance for children, who know the discipline
of dance, who know children, and who know how to
teach children.

Dance.’'movement is basic to development. The arts
are a part of our world. Children denicd expenences
in the arts are denied a comgrehensive basic educatiun
to prepare them for a full and rewarding life.
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9. DANCE AS AESTHETIC EDUCATION

Sharon Lee McColl

The International Year of the Child is a year in which
to honor children. To have this year make some kind
of difference for children's future, we must identify a
focus in dance education that can set a different direc-
tion for improving the quality of children's lives. I see
that focus being placed on the aesthetic—the sensory
elements of things and experiences that become hu-
manizers by reaching the innermost feelings and re-
sponses of each child.

Recently, there has been a national wave of interest
in the arts and the aesthetic as they relate to tl.e field
of education. In the past five years, the literature has
been explaining, exploring, and questioning the role
of the arts in the educational process. The research
m.kes a case for consistent and sustained aesthetic
education in the nurture of all children.

There 2re four steps inherent in making dance a
viable part of arts experiences for children. It becomes
important that teachess (1) recognize and understand
dance for children as aa art form, (2) be able to
articulate the relationship of dance to the other ..,
224 to the basic learning process, (3' approach dance
as arts educators—not just as teachers of movement,
and (4) accept the challenge of including aesthetic
elements in the selection of lesson content and in the
structure of the learning process.

How does this happen? What is meant by aesthetic
clements and how can they be used in the téaching’
learning process?

Lessons in children's dance need to be developed so
that children deal directly with the aesthetic, defined
here as the qualitative aspects aad qualitative relation-
ships of dance. As illustration, a walk is a simple
locomotor movement functionally serving the purpose
of getting from one place to another. ?ut walking will
be a different qualitative experience if the movement
is altered in time and one goes through space quickly
and crratically or if one walks with slow, evenly paced
steps. Differing qualitative experiences will be had by
the child in walking when he/she changes body shape
and walks with the knees together, heels together,
curved low to the ground, taking up as much space as
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possible or if the force of the walk is changed to heavy
steps or light steps. Each of these factors produces an
experience where the qualitative nature is quite differ-
ent from a functional walk yet the movement s sull
concerned with the component of transferring weight
from one foot to the other.

The content of a lesson is built upon the structure
of human movement but what distinguishes the con-
tent of children’s dance from movement education is
its specific emphasis on the expressive and aestheuc.
Over and above the three movement areas that deal
directly with qualitative aspects—refinement of move-
ment, utilization of shape, time, and force, and the
dassification of movement known as dance quah-
ties —there are five areas of the dance experience that
can focus upon the aesthetic. They are (1) using the
aes.hetic elements that are present to some degree 1n
all art forms such as choice of themati. matenal,
form, texture, rhythm, contrast, accent, repetition,
and dynamics, (2) the use of images, (3) the choreo-
graphic tools of composing dance studies, {4 the flow
of movement or the joining of movement sequences,
and (5) the problem-solving process itself.

USING AESTHETIC ELEMENTS

Examine, first, the idea of incorporating intu the les-
-0n the basic aesthetic elements that are also present
in other art forms. Balance, contrast, form, symmetry,
dimension, harmony, design, and dissunance can en-
hance, deepe.., and give new refined awareness to
movement. For example, a childs movement
performance will differ in a silent environment from
in a setting that has sound. However, the type ot style
or quality of sound affects the type of qualitative re-
spoase by the child. Making high and low pitched
sounds with one’s voice to accompany one’s own
movement affects movement differently frum moving
to instrumental sound played by an observer, to a
piece of dissonant electronic music, to taped envis n-
mental sourds, to ethnic music with a strong rhyth-
mic pulsz. This requires the teacher tv deade which
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s-and environment to set. The major criterion for the
music selection is the aesthetic outcome that one
sceks for the lives of the children.

Fresh approaches and aesthetic ideas can occur as
the result of juxtaposing the different qualities and
concepts in art in unusual ways. For example, children
can create kinetic sculpture as they mcve their shapes
in and out of the negative space created by tubular
jersey bags and strips cf cloth, by making a series of
symmetrical and asymmetrical designs. In this way,
the qualities of one art forr are being infused with
qualities of another art form. Anotk kind of catalyst
that can elicit new imaginative interpretations from
children is exploring movement through images cre-
ated by mixing up sensory language, as in questions,
“What does blue feel like? What does blue sound like?
What is the taste of blue?”

Children need to experience art forms ot only in
their differing artistic elements but also in their vary-
ing qualitative styles. Understanding qualitative differ-
ences can best be achieved by having children read
poets whose verse uses differing rhyme schemes such
as Mary O'Neill, John Ciardi, Langston Hughes, by
listening to selections of music that have similar
themes but which have qualitatively different expres-
sions such as the folk themes of Stephen Foster, Leo-
nard Bernstein, or Charles Ives. The sculptures of
Henry Moore can be juxtaposed against Giacometti
and the dances in the Tchaikovsky-Petipa-Ivanoy
production of “Nutcracker Suite™ are qualitatively dif-
ferent from those in the Stravinsky-Fokine-Picasso
production of “Parade.” The different use of elements
that affect style provides children with additional and
increasingly sophisticated aesthetic insight.

IMAGES AFFECT QUALITY

The second area where dance can focus uu aesthetic
quality is in the use of images. I am not tzlking here
about imagery, per se, as dan.e education for children
has passed the point where we need to rely on the
element of pretending to be an object or thing.
Images, poetic language, similes, and metaphors can
he used instead to affect the qualitative nature of the
movement response. It can broaden the child’s aes-
thetic sensitivities by illuminating the more .ubtle
aspects of movement. Appropriately selected poetic
images siznificantly alter the qualities of the move-
ment response by the way they affect the use of shape,
time, and force.

Images aid the child in dealing with nuances and
shades of distinction in movement. For example, the
vibratory movement of an exercise machine differs in
quality from the vibratiuns created by the resounding

36

action of a plucked harp s. . All these expressions
make reference to qualities which may be selected as
aesthetic controls. Through the use of a few carefully
chosen words, the image communicates to the student
how quickly, Aow directly, and jow strongly the
vibratory movem«  may be performed.

Images can al. ¢ used to expand the child’s aes-
thetic awareness by extending the boundaries of the
dance experience. This extension includes elements
that feed into and grow out of uther kinds of exper-
iences. The shape of rocks and seashells, the color
shading in a sunrise, the design of the city skyline, the
texture of a stalagmite, and the motion and sound of
wedging clay are env.ronmental and. or art related
images that give new qualitative awarenesses and fa
cilitate aesthetic growth.

Care must be taken, however, to choose images
that are approp. ate to the physical, psychological,
and sociological cumponents of the group. The nap-
propriate use of an image can undermine the effec
tiveness of the dance experience in spite of the les-
son’s aesthetic validity. To encourage a dass of sixth
grade girls and boys to move slowly and lightly, one
would not ask them to float thro igh the air as though
they were fairies with tiny, pink wings. But the ex-
pression “‘moving in outer space where there 15 no
gravity™ would be accepted, would establish the de-
sired concentration, and would elicit the appropriate
response. This use of images creates a visual picture
and aesthetic dimension that describe the desired ac-
tion by emphasizing the fact that it looks like some
thing, or feels like something, not #s something.

CREATING AN ARTISTIC UNIT

The third area of aesthet.c focus is coriposing. After
children have attained some security in the dance
environment and familiarity with the problem solving
process, they may be expected tu compose their own
dance studies. In ord. to create 2 dance study, there
must be an idea, a means for carrying out the idea,
and a personal commitment to the end. The problem
solving process is an artistic process. It invulves cun
ceptual, imagistic, and critical thinking.

Through exploration the child will have eapet
ienced a wide variety of muvement choices. From
these, selections can be made and then organized into
a form to present a tutal quality —which may be a
particular concept, an idea, a moog, or feeling. Chil-
dren need tc compose dance studies to create an
artistic product that .. uniquely their own. The
younger or inexperienced child may only select and
juin three or four movements to provide 4 single qual-
ity but the central value i1s found when the (hild




participates in the creative process. Children as artists
gradually become the agents of their own experiences,
making decisions based on ideas and feelings and
becoming increasingly responsible for their own
learning.

Selecting appropriate qualities for composing
dances is the responsibility of the teacher. These can
be gleaned from a wide variety of sources: sculpture,
art postcards, “‘known” movement, props, environ-
mental and voice sounds, rhythmic components, 1m-
aginary situations, characterizations, contrasts, tex-
tures, and the movement components of dance (e.g.,
level, direction, focus, line, design, and dynamics).
For the older elementary child, the sequencing of
movement phrases may develop greater complexity
through the use of such devices as sequential, succes-
sional, unison, fragmented, or repeated movement.

What distinguishes the
content of children’s dance
Sfrom movement education
is its specific emphasis on
the expresssve and the
aesthetic.
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AN ORGANIC FLOW

The fourth area of aesthetic concentration for chil-
dren is in the flow of movement sequences. This
involves both body control and the continuity of the
movement sequence. As example, the child may have
selected five movements, decided upon an interesting
beginning and ending shape, and chosen the order in
which the discovered movements are to be performed.
Then the sequence needs to be performed often
enough so that the movement order is transferred
from the thought dominated sequencing to the kines
thetic memory, i.e., the ability of the body to recall
and reproduce movement without cognitive analysis.

It is important that the child makes the sequence
flow “organically” as movements merge from one to
the other. Dance is not just the mechanical juxtapos-
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ing or joining of the five movements. It must be
sensed in the self. the breach, muscles, and spirit. A
child needs to uance from the “inside.” To achieve
this capability of flow, the impor:ance of the teacher’s
role should be stressed. The teache:r is critica' in
establishing the seriousness of purpose, choosing the
appropriate accompanying sound environment, and
developing 1n the movement performance a sensitive
and refined awareness of the body and the importance
of communicaring <he qualitative aspects to others.

CREATING A UNIFIED EXPERIENCE

The fifth focused component of aesthetic attention 1s
n the structuning of the dance lesson itself. Some
philosophers have described aesthetic experience as a
situation thac 15 experienced as a unified whole, that
has its own individualized quality and is characterized
by the feeling uf having a beginning, middle, and end.
Creating such an experience should be a pnmary goal
in teaching dance as well as in the full sweep of art
education.

Most of our expenences are interrupted by time or
terminated by circumstances. 47 aesthetic experience,
huwever, possesses the properties of unity and quality:

. we have an experience when the mater..’
experienced runs its course to fulfillment . . . a
picce of woik is finished ... a way that is satisfac-
tory, a problem receives its solution, a game is
played through, a situation . . . is so rounded
out that ity close 15 a2 consummation and not a
cessation.!

The aesthetic, then is 2a inclusive term for defining
any experience that can be defined as a7 experience
It is one that is integrated within and distinguished
from other erperiences. It is an experience that one’s
mind has underlined or put quotation marks around.
It may be something of great importance or some-
thing that in comparison is slight but nonetheless, it
is something that stands out as a total quality. The
concepts of unity and quality are intertwined. It is the
unity that gives the experience its wholeness and com
pleteness and it is the qualitative nature of the experi
ence that distinguishes it as a unified who.

‘John T« wey, Art As Expersence (New York: Minton, Balch,
and Compa..y, 1934), p. 35.

To create this unified experience, the teacher
thinks in terms of “chorcographing™ the dance les
son. One plans and selects the qualitative elements
that will achieve wholeness. The lesson may begin
with something that captures the -hiidren’s attzntion.
A theme needs to be presented and systematically
developed. Repetition and utilization of previously
presented concepts can be incorporated iniv the new
idea. The sequence of the lesson needs to build logi
cally and developmentally toward a highlighted or
climaxed ending that gives the lesson a sense of com-
pletion. This completion might be finding a solution
1or a task and sharing it with others and/or improvis-
ing with discovered movement or fecling that one has
made significant progress in discovering interesting,
thematic material for 2 dance study. if any single part
of the lesson is inadequately developed, it will affect
the situation as a whole.

The shaping of the lesson significantly depends
upon the teacher’s ability to sensitively and innova
tively read, interpret, and respond to the children 1n
terms of the intent of the lesson. The teacher must
distinguish the effects of each stage of development to
the total quality of the experience. One must be able
to distinguish when to speak and when to be silent,
when to make one’s presence ielt, when to allow the
frustration of decisior making to seck s own end,
when to praise, and when to redirect the thinking.

As a result of the flow of the lesson’s component
parts, the lesson itself develops its own rhythm. There
exists a continuous relationship between what is done
and what is undergone, between what is created and
what is perceived. In this sense, the artistry of con-
structing this educationally valid aesthetic experience
1s controlled by the teacher’s understanding of the
connection between what has occurred and what can
be anticipated.

When the lesson—this desigred and reshaped
shared experience—is experienced as goud, then the
teacher, as well as the children, will have the satisfac-
tion of a completed, aestheic experience.

Through utilizing and combining these five areas—
basic aesthetic elements, 1mages, composing, the flow
of movement sequences, and the wholeness created by
structuring the learning process itself into an experi-
ence—teaching dance will develop its full potential as
aesthetic education. Dance teachers will see them-
selves as arts educators and become responsible for the
aesthetic nurturing and growth of all children.
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1" IMAGERY AND IMPROVISATION IN DANCE IN THE SCHOOLS

Ella Magruder

The joy that children receive from the extensive use of
imagery in movement is always evident in their play.
Imagery supplies the key to growth and exploration in
dance and other arts. To convey an idea, however, a
teacher does not have to employ imagery in the worn
out imitative sense of “walk like a crab” or “jump like
a frog.” On a more abstract level imagery often opens
the door to a more creative interplay between a child’s
imagination and action.

Onc such abstract use of imagery occurs in “'the
energy pass.” Children form groups of six or seven
and face one another in a circle. One child is given a
spark of energy—rvisualize what you will: electricity, a
hurricane, lightning—and the child reacts. Taking 1t
through the body and into the surrounding space, the
child quickly passes the energy clockwis: or counter-
clockwise around the circle. “The ene:gy pass™ gen-
erates exhilarating speed and involves every child 1n
tum. If the energy falters the teacher can always
recharge the air. This technique works for any age
group and allows maximum moveiaent invention. One
group of cighth grade boys even chauged their energy
into an explosive bowling ball. Rolled by one boy, the
“ball” struck the rest of the boys like pins and scat-
tered and energized the whole group at once.

Another movement activity for partners is ““shape
maker and shape filler.” While one child slowly
makes a variety of rounded or argular shapes the
partner fills the negative space around and through
the shapes with movement. The teacher should pre-
cede ‘‘shape maker and shape filler” with work on
shapes alonc and with an explanation of negative
space. The concepts experimented with in shape ac-
tivities lead easily into discussions of acute and obtuse
angles, circles and spheres, and Venn diagrams.

“Trust and support” movement games help older
children, fifth grade and up, experience force and
leverage. Groups of twos and threes hold hands and
pull or lean upon one another so that cach child is
never totally in balance and must always rely on an-
other person’s hand or back to remain upright. As the
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children work in slow motion, they face great de-
mands of strength and concentration. Spills, discus-
sions, and laughter are inevitable, but older children
usually enjoy “trust and support™ problems and learn
something about weight and reciprocal support.
“Trust and support”™ also takes the awkwardness out
of human contact in dance be. use all have a respon-
sibility and they are too busy working to feel odd
about tcuching one another. After a group gains con-
fidence, half the class should watch the other half
since the groups usually evolve into quite itriking and
dynamic shapes.

Performing any activity in front of classmates also
creates the special quality of performance. This is truc
for all ages except first graders who would rather do
than watch To belp first and third graders experience
weight and force, it is better to work individually.
There will always be the one child in the “trust and
support” improvisation who pulls the whole group
down in a squirming giggling heap. Reprimanding
such infectious mischief is not worth it. Instead of
“trust and suppost,” younger children can walk with
feathers on their heads or imagine they must pick up
the heaviest object that they know and lower it to the
floor. In one class a first grader from a farming area
imagined that he lifted a pig. He began walking and
straining and then running with his pig: his face
contorted with the effort. Soon all twenty-four of the
first graders were running with him, grunting and
puffing with the enormous effort that 1t took to run
with such a heavy animal. The effect was comical
because the children were very serious as they labored
with their imaginary pigs!

“Mirroring,” on the other hand, is an experience
not in image-making but in improvisation. An iaeal
project in focus and sensitivity, the children again
v otk in partners, but in “mirroring” they do not
touch each other. Facing each other, one child moves
slowly, becoming the leader as the other child follows.
The follower tries to move exactly as the ivader does,
mirroring every action. The children swiich leader-
ship back and forth, with encourag=ment from the
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teacher they move synchronously. They become sensi-
tive cnough to nuance of motion that there is no
longer any leader. Although students frequently have
to be cautioned to move slowly, “mirroring™ works
with any age group. Indeed I have never seen such
perfect serenity of motion as when I once witnessed
two fifth grade boys move, wrapped in a world of pure
motion and focus. Totally oblivious to any children
around them, they mirrored one another’s motions.
Their concentration was so great that they had to be
told to end when class was over.

Dance dealing with emotional qualities, especially
with older children, should be approached carefully. A
teacher can use cither imagery or improvisation.
Younger children like narrative adventures or prob-
lems that let them act and dauce out emotions. Ask
them to “walk as though you are late for school” or
“you have a test and don’t want to get there.”” Take
them through longer ~dventures. *“You're walking
down a road and icar someone following you.
First walk and then run away, hide in a cave, fall
2slecp, and wake vn the next morning in a jungle;
then you must we  through quicksand, rescue your
friend” . . . and so torth. Often the teacher will be
greeted the next day with cries of “Let’s go on an-
other journey.” If flights of fancy take the children so
far astray that they do not hear you, just go where
they are; the teacher’s presence near them 1s usually
cnough to restore order.

Tk narrative approach to emotions works less well
with older children, fifth grade and up. However,
older children can have a “*happy foot™ or show ycu a
“sad hand” or walk across the room as though ex-
aited, worrieq, or tired. It 1s best on all levels to avord
situations that provoke overacting and emoting. The
old structureless directions, ‘“move how you feel” or
“move to the music,” usually alicnate children or
make them feel silly and awkward. Give them a more
conciete plan of action instead. If students master
patting cmotional qualities of motion 1n different
parts of the body (sad hand, angry foot), have the
body parts make a movement conversation with one
another. The result is an activity which allows chil
dren to work out personal conflicts without feeling
conspicuous.

“The energy pass,” “shape maker and shape filler,”
“muzoring,” and the ecmotional movement explora
tions cited usually work well with 4l children, sle
mentary through junior high. They get children ex
cited about dance. However, when workir  with spe
cial populations, the approach to dance 1.. to be
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made more concrete. The more props and tactile ob

jects used, the more th. handicapped student unde:

stands how .. respond, because then the teacher ap

peals not only to the kinesthetic sense, but to the
tactile, visual, and aural senses as well. An older men

tauy handicapped student who refuses to move arms
or torso is sometimes encountered. In this sitwation
the student who refuses tu move often respunds if
given crepe paper streamers to hold and move. Sceing
the circles and lines trailing behind and around in
front crases oppositivn to movement. The visual re-
snanse to beauty seems to override the resistance tu
motion. Work with rhythms and locomotur muve-
ment is often more easily approached with streamers
in hand. The ribbons of color responu to the beat of
thythmic movement as the students <hange tempo.
Here also the teache: can hope to help the student
understand and develop a more clear sense of space.

Mentelly handicapped individuals arc often prone
to movement habits. A teenage bov in one class al-
ways kept his left arm clutched closcly to his stomach.
“Mirroring™ wis the ey that helped him release the
tension in his 1rm as he tentatively moved both arms
to initiate gestures which a classmate followed pre-
cisely. The voy’s classroom teachers were amazed.

Often mentally handicapped worlds are not that
distant from our own. One day before Christmas, the
students at a school for the mentally handicapped
were eivza ten inch circles of rope tinsel garland
taped together to form rings. We all sat together
shaking the beautiful shimm-ning stuff over our
heads, in troat, around the sides, in different hands. 1
asked the students what the tinsel sounded like not
really expecting an answer. At my clbow, a tiny voice
whispeisd “snow.” 1 looked outside at the falling
snow and remembered its sound. Then I lonked at the
absorbed faces around me and felt overwhelmed and
profoundly touched.

Use imagery and improvisatior, use whateser meth
ods and activities senve to strengthen the thin bond
between creativity zad motor developmen. in the
child. Prepare classes for group participativn and e
member thar . each child who dances, there is a
triumph and growth of spiit, and a triumph in mas-
tery of that complea miracle the Luman body. And
above all, when you work with children, enjuy therr
discoveries with them. Children always sense your
mnvolvement. They respond by listening, really listen
ing to both the kinesthetic messages and messages
»om the inner stillness within you.
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11. WEAVING DANCE THROUGH A STATE ASSOCIATION

Kate O'Naill
Jeanette Abeles
Becky Malm

In the fall of 1980 the Michigan Dance Association
(MDA) began its Michigan Dancers In Schools
(MDIS) program. At the tim2, MDA had been estab
lished for less than four years, but aln.ost from the
organization’s beginnings, many of its members ka2
been discussing ways to make dance integral to cle
mentary education i.1 Michigan.

Our hope was to establish a program modeled on
the Dance Component of the federally funded Artists
In Schools program. The executive director and MDA
board began to develop a state-wide program that
would use Michigan dancers and consultants exclu-
sively.

We established four main goals for our program.

® To provide acsthetic and educational dance ex-
periences for children

® To provid. opportunities for teachers to gain the
skills they need to integrate dance/movement tech-
niques into the regular sche ol curriculum

® To provide employment for professional Michi
gan dancers (consultants) and dance companies

® To stimulate community awareness of dance and
art in order to build a dance audience.

We began in the fall of 1979 by consulting with the
Fine Arts Specialist in the state department of educa
tion, who identified ten Intermediate School Districes
(ISDs) especially concerned with the arts. (Intermedi
ate School Districts, which usually follow county lines,
provide certain services and programs for the various
local school districts within their jurisdiction.) We
scat letters to these ISDs explaining the operation and
costs of the MDIS program. Five of these ISDs were
interested and committed funding for a tota! of 26
school sites. These ISDs represented all geographi.
areas in the state and included both urban and rural
localities.

A ten 1 ‘mber planning committee was formed
about six months before the start of the program.
Committee members were primarily professional
dance educators, along with the educat'»n coordinator
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{rom the Michigan Council for the Arts and the fine
arts specialist from the department of education.

With a grant from the Michigan Coundil for the
Atts, brochures and guidelines were developed to se-
lect a part-time coordinator, as well as dance consult-
ants and dance companies. Consultants were observed
teaching classes and dance co.apanies were required
to audition the lecture-demonstration program which
they intended to take . .he elementary schools.

Seven companies were chosen, of which six per-
forming groups offered lecture-demonstrations for el-
ementary school 2udience  he seveath group inter-
acted with handicapped «+  .nts. Five senior consult-
ants, all with rich backgrounds in children’s educa-
tional dance, were selected.

NETWORKING— vDIS STYLE

In the fall of 1980, the planning committee was ready
to bring the coordinacor, consultants, and dance com-
panies together for an 21 day training workshup. Ffty
people attended a day ughtly packed with speakers,
pancls, workshops, structured discussions, displays, a
film, and a dance performance by a group of local
children. In response to a request voiced at that worh-
shop, the coordinator started an MDIS newsletter to
sustain the rapport and motivation stimulated at the
workshop. The ne' sletter, like the workshop, pro-
vided practical guiuance and brought reports of pro-
gram activities w this newly formed MDIS network.

A fall training workshop held in the second year of
the program assumed that ..ost partiaipants knev
how MDIS worked and concentrated on teaching
methods and content along with showcase perfor-
mances bv MDIS companies. Both the training work-
shops ana the occasional newsletters have been useful
in strengthening the program.

“The knowledge that participants in MDIS ,ere
rigorously selected and the support from the traiming
workshops and the newsletters have all helped MDIS
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participants feel that they were part of something
special,” commented the coordinator. “So the work-
shops and newsletters boost morale as well as impart
skills and . 7w ledge. The result has beea uniformly
high-quality aurk.”

All newly selected staff were required to attend
workshops, but sessions were open. Through the par
ticipation of observers and younger company mem
bers, MDIS trains its next generation of experts.
MDIS also encourages les experienced dancers to
observe the senior consultants as they work in the
schools.

In January 1981, the work in the schools began.
From late January through early May, five dance com-
panies gave approximately 35 lecture-demonstrations
for 10,000 childrer and teachers, and taught over 100
dance classes at 20 elementary schools and twa special
educatior ISD headquarters. Four senior dance con-
sultants, four apprentice consultants, and a dance
company conducted 22 inservice workshups for about
150 teachers. These inscrvices were ulustrated with
about 80 dance classes “~r children.

At cach school’s full day perfoiming residency, the
company presents one of two lectuse demonstrauouns
n the gym and teaches creative movement dance to
as many classes as pu.sible. Company members some
times make ten-minute visits to classrooms for discus-
sion, in licu of 2 dance class. Thne day usually beg:as
with a 20-minute orientation between company and
school staff which proves valuable in avoiding misun
derstandings.

MAKING RESIDENCIES WORK

The original residency goal-- providing a dance class
by either the consultanc or company .nembers for
every child in the school —proved unrealistic for all
but the smallest schools. Companies are now limited
to six classes after one lecture-demonstratinn, or four
classes zfter two lecture-demonstrations, with three
short discussion visits counting as equal to one ciass.
(All companies can divide themselves into at least two
teaching teams.)

We've had much debate as to whethe: performance
residencies should precede or follow the inservice ex
perience in a school. Having ins.rvice first prepares
teachers and children for an intelligent appreciation
of the performancc But, a year’s experience has
taught us that it is more important to motivate <hil
dren and teachers for the inservice thr >ugh the exuite
ment and glamour which a day with the performing
company invariably creates.

The pattern of inservice work is more complex and
variable, bu economic realities forced modifications
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of the original plan. The ideal model groups schools
in clusters of four. At one to two week intervals, each
school hosts ap i2service day attended by interested
teachers from all fuur schools. Thus the teachers at
tend a four session minicourse taught by the same
dance consultant. There is continuity and fullow-up,
including assignments for teachers to try with thei:
children. The consultant and the zompany share a
common background and are in touch with cach
other about the speaific cluster, » there is coordina
tion between the inservic . and ..e perfori *ance resi
dency. In fact, the consultant and the campany direc-
tor are sometimes the same person.

The school systern provides substitutes for the
teachers to attend the workshops, although their cost
has been a major difficulty. Thus, the first step is to
send the scnool in search of funas. It may turn out
that a district, ISD, PTO, or local arts council vill
corae up with money.

If funds have alicad; been exhausted, the solution is
to resort to classroom ba.ed inservice. The classroom
based plan alluws the dance consultant to meet with
interested teachers for about an hour before o: after
schoul to introduce the concepts and prepare them fur
their demonstration classes. The consultant spends
the rest of the day doing demonstrations with these
teachers’ students, preferably on at least twu day., so
that there is an opportunity for a second follow up
meeting with teachers.

Another, probably better, way 1s to start and,'or end
with a teacher workshop during a free day or half-day,
already scheduled by the school for professional devel-
opment. No children are in the school at that time, so
classroom demonstrations have to be done at some
other ime. We have found that demonstrations defi
nitely are essential. If a school can get only a litde

.bstitute money, a mixture of relecsed time and

sssroom oased work can be scheduled.

TEACHERS ARE KEY

The interest and motivation of the teachers 1s crudial.
MDIS has never advocated signing up an entire teach
ing staf for the program, althesgh in a few cases ap
entit.  uool has clamored to be let in. Our culture
has n..de dance a personal and sometines threateniag
activity — thus all teachers are not interested " trying
it. At this stage, MDIS is more concerned with limit
ing its inservices (though certainly not its perfor
mances) to teachers who are sincerely open to the
experience. Teachers and prin ipals ruay have a vari
ety of motivations for signing up. It is a challenge to
the skills of the consultants and the intrinsic worth <
the subject to bring half-hearted participants to the

O
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point where interest and open-mindedness develops,
at least by the end of the program.

The interest of tcachers centers in large part on the
“second half” of MDIS’ “dual focus,™ that is, provid-
ing teachers with useful skills which will aid them 1n
the rest of the curriculum. Assuming that our staff
was already well versed in dance as an art form, most
of our special training of MDIS dancers was aimed at
preparing them to show teachers how to use creative
movement to teach language arts, mathematics, sci-
ence, and above all, creative problem solving in any
field.

Benefits of dance instruction (which also appeal to
teachers) are improvement of children’s self-image,
social relations, and ahility to follow directions. It’s
obviously good to “get the wiggles out™ and blow off
steam in a constructive way. But recent research
shows that children learn best through muscular in-
volvement—particularly those children who have dif-
ficulty with “lincar™ reasoning, or using their left
brains, or dealing with verbal or numerical concepts,
or just holding sulf and concentrating. An educator
hardly can fail to appreciate an approach which most
helps the children with learning problems (and often,
behavior problems) whilc providing benefit and enjoy-
ment to all.

CHANGING ATTITUDES

Some teachers may feel uncomfortable in their
preconceived notions of dance, or any form of move-
ment, for themselves or for their children. The MDIS
approach stresses (1) leading the teachers in their
workshops through nonthrearening, sure-fire move-
ment experiences that will help them feel good about
themselves in structured creative movement, and (°
demonstrating how they can work with their children
A senous disadvantage of holding only classroom
based inservice is that there is little opportunity f
teachers to experience creative movement themselves,
although they may participate alongside their chil-
dren. Teachers respond positively to hoth methods,
but particularly to the demonstration clasces with
their children.

School administrators, who start out assurung that
MDIS is something for their music and physical edu-
cation teachers, responc enthusiastically to the rea-
sons, above, for providing classroom teachers with
creative movement skills. Two cautions are important
here. (1) Everyone must understand that classroom
teachess are not going to become tramned dance teach-
ers in two, four, or even 1J inservices. And it’s impor-
tant for them to now that they're not expected to do
so. Rather, the progra... will provide them with an-
other art form to draw upon, much as they may use

1
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painting, drawing, singing, or poctry in their class-
rooms without being “experts” in any of these arts.
(2) Neither the school nor the consultant must lose
sight of the “first” part of the dual focus: dance is an
important art form, and knowledge of its basics
should be part of good education, just as appreciation
of, and beginning skills in other art forms are recog-
nized as important.

Some may quarrel with our hmiting the content of
the workshops and classes to creative movement, and
~Oncentrating on its nearest equivalents, modern” or
“creative” dance. MDA hopes that in the future
Michigan Dancers In Schools can be more inclusive,
particularly in the performance aspect and especially
with respect to ethnic dance. But 1n the beginning,
and particularly at the clementary level, creative
movement seems most appropriate because 1t 1s rela-
tvely accessible, offers quick results in short teaching
time, is nonthreatening, and has broad applicability to
the curriculum and to creative problem solving gener-
ally. In particular, it seems the best way to introduce
th= basic elements of the art form —namely, time,
space, energy, and the use of the body as an artistic
medium. One might view teaching creative movement
as comparable to teaching young children to use paint
and bru! s befcre they can master realistic represen-
tation, o. teaching them to clap rhythms and sing
before they can play the piano from wntten notes.
The fact that on their evaluations many teachers re-
quested ““folk dances™” or “dance routines™ as the next
phase of dance in their schools may represent cither a
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failure to grasp the MDIS approach or a st:mulated
interes. in going on to more ad nced levels, or buth.

EVALUATING PROGRAMS

Feedback through evaluation is essential to any educa-
tional project, and was not neglected in MDIS. We
found it was not uscful to obtain evaluations from the
children unless there is budget for pretesting and
posttesting by a skilled and impartial expert. Evalua-
tion survevs and reports from dancers, school teach-
ers, and prin ipals, howe ire easier to cbtain and
absolutely indispensab; 1 for ongoing trouble-
shooting and long term uaprovements. And favorable
evaluations help recruit schools another year. We
urged principals to be frank so MDIS could learn
from criticism, yet their reports were overwheimingly
enthusiastic.

Responses from 115 tcachers who took part in
mservices also were uverwhelmingly positive, though
understandably with more detailed criticisms and sug
gestions, since they had been more personally in-
volved in the process. Teachers were about evenly
divided in whether they rated performances or dem-
onstration classes as the most successtul part of the
program, with teacher inservice workshops per se
trailing rather far behind. MDIS has concluded that
teacher inservic.s are more difficult and take more
time to show results, zof that they are not worthwhile.
This conclusion is based on many individual responses
and observation, and on the following teacher survey
results:

65 percent gained a different understanding of
dance through the project.

81 percent felt they cowld continue to use dance
in the classroom, and 82 percent wou'd like to.

74 percent felt comfortable moving or directing
dance with their classes by the end of the project.

85 percent tried dance activities suggested by the
consultant between inservices.

Subject areas in which teachers would like to
include dance were ranked: language arts (33
percent), science, social studies, reading, PE,
math, music, art, English, literature (4 percent)

The reactions of MDIS dance artists to their exper-
iences in the program were regarded as so impor* *nt
that not only were their formal and informal reports
heeded throughout the year, but MDIS held a wrap-
up meeting in June for dancers, program administra-
tors, MDIS Committee, and schools representatives.
The participants were both thrilled with the program
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and their espenences in it, and ready with numerous
detailed suggestions for improvement which were im
mensely helpful to planning for the next year. Thu.
the first year of MDIS closed on a hopeful and trium-
phant note.

During the second year of MDIS (1981-82), fund-
ing, because of Michigan’s poor finanaal situation,
proved to be even tighter than in the first vear. With
less money for the Michigan Council for the An
private donors are also feeling the pinch. Individual
school districts nave had to fund the proo-im through
PTA funds, local business, school money, and fund
raisers.

THE ESSENTIAL ADMINISTRATOR

The MDIS Committee has taken the position that a
paid administrator is essential to the success of the
program, yet financing the salary, travel, phone,
equipment, and supplies of 4 courdinator could be the
bigges. obstadle .o starting and maintaining such
project, and indeed is a serious problem. Schouls gen
erally can’t afford more than the artists” fees.

So far the MDIS Courdinator, togeiher with other
MDA staff and members of the Committee, have
handled recruitment and selection of artists, «aining
of artists, recruitment of schools, recruitment of
teachers within schools, fund raising for MDIS und
helping schools raise funds for MDIS, and scheduling.
The coordinator alsu provides guidelines for artists
and schools in carrying out residendies, evaluations,
statistical reports, contracts, billing, payroll, travel re-
imbursement, and publicity.

Can a quality program of the MDIS type be started,
or continued, without such administrative expendi-
tures? Could such programs be initiated and adminis-
tered partly or wholly by schools, rather than by out-
side dance organizations? One of the ISDs involved in
MDIS the first year applied for a state grant for the
ISD and MDA jointly to wnte a guide to schools on
how to obtain and cirry out MDIS-type projects The
grant, though meritorious, was not awarded.

If all other funding fails, MDA may carry on MDIS
as a referral service publicized to schools, along with a
set of wnitten objectives and guidelines  : the use of
dancers and schools. This might be combined with an
annual traming workshop in frec faulities 'vith volun
teer presenters.

The MDIS program is successtul. It has und contin
ues to accomphish all of o' 1 imiual purpose: 'nd more.
Whatever happens, dance in Michigan schivols will
not be allowed to die at this tme when 1t 15 needed
more than ever
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12. EVALUATING THE CHILD: ISSUES FOR DANCE EDUCATORS
Susan Warshaw Stinson

While progress is still slow, dance continues to gain
greater legitimacy among public school educators,
with more states establishing certification of dance
teachers and passing mandates for dance in the
schools Coupled with this greater acceptance, how-
ever, 1s a demand that dance meet the standards of
ouner academic disciplines, ircluding accepted evalua
tion procedures—defining levels of competency chil-
dren are expected to achieve by different ages, with
appropriate techniques to measure and record these.
The issue of evaluation has been a problem among
dancers and dance educators for some time. One rea-
son is that there 1s a concern over the uniqueness of
each individual, and this does not seem to fit the
standardized grading categories of public schools.
Also, dance education tends to be procass rather than
product Oriented, and process is not always readily
observable. The affective area is significant in the
daice experience, and development in this area is
often difficult to measure. However, the knowledge
and skills involved in dance are just as definable as
those required to master a foreign language or writc a
story, and therefoie, it would scem just as possible to
set up standards for evaluating them. This can be
done, but it does not seem to be a “simple matter.”
The real reason the evaluation process has become
an issue for dance is not because dance is a “‘special
animal” among academic subjects, or because the arts
are lacking in standards, but because the issue is also
present, or should be, among other disciplines as well.
The problem then becomes how to defire compe-

tcncy.
DEFINING COMPETENCY

In examining the development of any skill, for exam-
ple, learning the multiplication tabies, when does a
child £r7ow them, how fast wust he/she do the com-
putations, and how many errors are allowed? It is
obvious that there are degrees of knowing, and our
definition of just what level indicates “knowing” 1s
purely arbitrary —an operational definition. Further
more, even after a child scores 100 on a test, forge.
ting can occur if the skill is not practiced.
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In looking at motor skills, the same problem exists.
When do we say that a baby walks . . . at the first
step, or the first time across the room? Again, 1t 15 not
possible to say the exact time the child “can walk”
but eventually we realize that the skill has been mas-
tered to the degree that it is practically automatic, and
the chilc does not have to think about 1t anymore.
And, people do not forget how to walk; but 1s that
because walking is so well mastered, or merely be-
cause it is practiced so continuously? Other motor
skills, however, can be forgotten or at least sigmfi-
cantly deteriorate.

This, of course, is one reason tnat dancers—and
athletes and musicians—must continue to train daily,
no matter what their level of ¢ _ =rtise. The practice is
not just to keep the muscles from deteriorating, but to
keep them from forgetting patterns of use, intricacies
of timing, and so forth. Furthermore, it is not enough
for professional dancers to just go through the mo-
tions of pliés every day; they must be done with the
same level of conscious awareness as though this were
« brand new skill, reminding the body of all 1t knows
about pliés.

MEASURING COMPETENCY

All teachers are aware of the phenomenon of “test
anxiety”—individuals scem to know mat~rial well but
cnter the test er “ionment and suddenly become una-
ble to function. Usually we think of athletes perfore:
ing their best in competition, but a jety can have
negatve effects on motor behavior as well. Many
times, when children kncw they are being “graded”
on any skill ¢ noint of r~derstanding— in dance or
anything else—their performance suffers.

!dany of the problems involved 1n trditional ¢, alu-
ation procedures are not unic ue to dance, but are
common to all types of learning. Unc cannot say what
chiidren know without arbitranily defining knowing,
and that is subject to error in messurement. All one
can do is describ  what they are doing and have done.

o7
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EVALUATION PROVIDES FEEDBACK

The major purpose for evaluation is not to rate chil-
dren against each other or an arbitrary ouside stan-
dard, but to give feedback to the individuals involved,
reinforcing their awareness of what they are doing
and how they are doing it. This awareness is highly
significant in the learning process, because so much
that we *‘teach” children involves not putting new
information or skills into them, but simply helping
them become aware of what they know and what they
can do.

Even when children learn oy imitating outside
suurces, they are generally ner aware of huw successful
they have been, or what they have done at all This
awar.ness is cruaal not only 1n helping a child de-
velop skills, but in transfornung movement 1nto
dance. Dance does not exist without the quality that
comes from sensing one’s self in motion and stillness.
Teachers can help children develop awarencess by
adding their senses to the child’s, observing their
performance, and giving them feedbach Fvaluation

thus becomes an essential part of the learning process
and the artistic process.

If children are to receive this kind of feedback in
dance, teachers must be skillful at observing and ana
lyzing motion, in both its physical and artistic te
and also have a vocabulary for communicating this to
chi’ Iren. It is not enough to say ““1 hat’s a good leap”,
the teacher must be able to describe to the children
just what he/she is doing. The teacher must not just
say “That wis an interesting »tudy,” but say what
made it interesting—dynamic changes, use of levels,
or whatever. The study of Labanotation and Effort”
Shape, as wel! s the principles of aesthetic form,
seem essential in training teachers to operate in this
way.

In addition t its value in shaping the child’s learn-
ing and artistic development, this kind of feedback
has other advantages. It tells a child that the teacher is
truly looking ar him/her, and thus enhances self es-
teem. It frequently is much more successful than
praise, which can Le given without really noticing a
child and which can make a child fe*] anxious about
whether or a0t he/she receives it.

A teacher who is skilled 1n movement observation
can use it to describe a child’s development over time,
allowing information regarding progress to be given at
the end of a term. It is also a most useful tool In
guiding the teacher toward planning future classes, as
1t ;ndicates which elements of movement may need to
be brought back into the children’s awarzness. The
chiidren and their performance thus serve as a gmde
for curnculum, again based on what they are doing
and not doing. Reinforcing children’s awareness n
this way guides them toward becoming percepuve and
articulate evaluators of their own work and that of
others.

TRANSFORM MOVEMENT INTO DANCE

In condlusion, evaluation of children in dance should
be viewed more as part of the learming process, not
just as a measure of 1ts success, and teachers must
develop abilities 1n observation, analysis, and commu
nication in order to reinforce awareness in their stu
dents. This kind of awareness then becomes the
bridge nut »nly for development of skills und under
standing, but also for the Gansformation of movement
into dance.
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SECTION IV
ROAD MAPS: PEDAGOGY AND CURRICULUM DESIGN

Successful teaching ir. dance is a creative process. There is no one right rvad o follow. More important
than methodology is the teacher’s ability to inspire students to find their own way in the labyrinth of
choices. Yet at the same time there must be an established program from which to comme , proceed,
and, when necessary, deviate. Each educator must establish a personal road map which, when connected
to other road maps, will reach the common goals for dance in education.

Dance in education encompasses all levels of schooling and all forms of dance. The dominant issues
within the context of pedagogy and curriculum design include technical dance training, teacher training,
creative and choreographic experiences, teaching methodologies, and professional preparation for careers
in dance. Educators must also contend with defending and strengthening the position of dance within
the educational system on the local, state, and national levels.

This section is not designed to outline the direction in which o travel to be a proficient dance
educator. Rather, the multiplicity of conceptual issues and concerns regarding dance curriculum and
pedagogy is addressed so th-t the dance educator is able to communicate in srdered ardiculate ways.
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13. MOVING IN THE REAL AND FEELING WORLDS:
A RATIONALE FOR DANCE IN EDUCATION

Geraldine Dimondstein

Dance—the closest of the arts in that the body be-
cumes the medium of expression—is the least exper-
ienced at all levels of schooling. Yet dance profession-
als know that it is essential, whet* er it is taught by
specialists or by physical educators as part of . total
curriculum. However essential we may believe dance
to be in the lives of children and young people, unar-
ticulated beliefs neither create nor save programs. We
must become more articulate and more persuasive.

What we need is a conceptual approach that distin-
guisnes dance—both in its similarities and its difter-
ences—from other disciplines and from other forms
of movement. Only then can we achieve the clarity
among ourselves that allows us to speak with convic
tion a~out what makes dance so special.

In geneial education, there are concepts about
dance as basi., for example, as those in math or
science. They must be understood to be made com-
prehensible to our students. Unlike mat!. or science,
howerer, dance is not ‘'subject matter” in the conven-
tional sense, a particular grade level is not limited by
age-related materials. One set of learnings does not
necessarily lead sequentially to another. It may move
1n a zig-zag direction or progress in qualitative leaps.
Thus evaluations of what has been learned cemand
cntena different frum established qualitative measure-
ments in other subject areas.

But dance’s similarity to math and saence lies 1n
recognizing that rust as in other areas of study, there
1 nething to be known. Thus “the something to be
knuwn” requires both definition and description, as
well as an understanding of the process by which it
comes 1nto being. Knowing these things tells us what
it is and what it is not. Furthermore, we know that
dance is a mode of telling as well as knowing.

Dance cau be defined as the interpretation of ideas,
feehings, and sensory impressions expressed :ymboli
cally through the body. It is different frc- ~ther art
forms; unlike paint, (lay, sounds, or word 1ateri-
als are space, time, and force. These mater. oecome
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the vocabulary of movement through which each in-
dividual “speaks.” That is, the body moves .n and
through space, wiuch requires time, a1 d uses energy
as its force. Through varying combinations of these
materials, novement is shaped, ordered, and struc-
tured to form images which communicate through the
visual-kinesthetic senses.

Dance also exists in the physical world of space,
time, and force. If we contrast these two aspects of
experience, we can examine the difference between
what is objeciive in (he real or physical word, and
what is created in the feeling world.

To deal with space in *he physical world, it must be
occupied, limited, and defined. If we stand at the edge
of an ocean, looking out at a vast, endless space, we
have no idea of how large the space is, or how far it is
“from here to there.” If we enter a room, however, it
is defired by its walls, flou , and ceiling. and the space
becomes known to us through the shapes and sizes of
<he objects or the people who occupy it. Our concepts
also involve idzz. about our own bodies in space,
about objects, and the spatial relativaships within the
environment to which we orient ourselves.

But perceptions of space in the feeling world begin
with the body and function in two ways. The body
becomes the center of reference. Questions such as
“How high is high?” or “How low is tow?” are an-
swered in relation to the body. The answers determine
the way we use space. Movement beeomes focal to
t} 'se perceptions. Thus, because movement is the
essenti.! ingredient in the exploration and discovery
of space, the elements which each individual uses will,
in turn, affect the quality of his."her movement.

Time 1~ the physical world is marked by the clock
and the  dendar. The passage of these intervals is
defined in such a way that they are understood by
peoples all over the world. Even a young student who
cannot tel. time or does nut know the names of the
seasoas unde-stands time in terms of units which fol
low a sequence.
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But an hour in dance time is not equivalent to an
hour of real time. How long it takes to get “from here
to there” or how slow a sustained movement feels has
to do with its rhythmic pattern and its relationship to
space and form. It is a created sense of duration which
may be compressed or extended, depending on the
emotional quality one is seeking. Thus, a unit of time
may be long or short, great or small, powerful or
fragile. It represents a perception of time which an
individual imposes accerding to his owp needs, and
exists only within the dance experience.

Force in the physical world involves weight, gravity,
and energies in motion. We have all experienced the
pushing, pulling, and lifting of objects, and of exert-
ing energy in accomplishing everyday tasks. But force
in dance is a component of time-space, experienced as
the flow and control of energy. Because energy is the
generating source of movement, it gives dance its
dynamic qualitics. By releasing energy in different
ways, varying movement qualities can reflect different
emnotional tones.

Force in the feeling world i> sensed kinesthetically
in the body as tension. It is one sensation to push a
reai object; it is another to fee/ the push of an object
which is not there, and quite another to push against
the resistance of another’s body. Whatever quality one
wishes to give to a movement, the amount of tension
or force always changes its time and space pattern,
and, hence, always changes its meaning. The energy
factor in dance is one of the strongest means of com-
munication, for it piuduces the dynamic variations—
the very tones and textures of movement.

Placing dance within the framework of these two
interrelated worlds makes comprehensible to student,
how spontaneous, everyday movements can be trans-
formed into aesthetic modes of expression. Yet it alse,
serves to distinguish real life gestures from created
movements.

While gestures are imporrant 1n that they reflect
personal temperament and emotions as well as cultural
modes, they are not creative expression. In daily activ-
ities, we use them spontaneously as signs to convey
our conventionally understood intentions, desires, and
expectations. In the United States, for example, an
up-and-down wave of the hand is a sign of “good-
bye,” but in Italy, where I have also lived, the hand is
upturned with the movement of the fingers raversed
which, in the states, means ‘“‘come here.” Both are
meant to be interpreted literally and directy, as
modes of self-expression. An individual is also expres-
sing him/herself by stamping his feet or flailing his
arms to communicate anger In this case, gestures are
provoked by an immediate need to express a feeling or
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emotion as a means of coping with a partcular situa-
tion. Thus, within the realm of general behavior, ges-
tures become an aspect of self-expression 1n taat they
immediately 1eflect the way an individual feels. How-
ever random or controlled, they are part of a general
emotional experience.

Gestures are transformed into dance movements,
however, only when they are executed apart from the
momentary emotional impulse which prompted them.
So exccuted, they become responses evoked by emo-
tions in relation to aesthetic elements—to space,
time, and force—which are explored for their qualita-
tive, expressive dimensions. Unlile gestures, the func-
tion is not utilitarian and the communication 1s not
direct.

The process of redirecting one’ emotions through
the fornis of movement, gives expression not only to
feeling, but to the forms of that feeling. Movements
are developed and given shape according tc their own
internal demands. They do not follow the same pat-
terns of intensity, duration, or sequence as the actual
feslings from which they emerge. Whether dance
problems (from improsisations to organized choreog-
raphy) derive from emotional states, themes, or frag-
ments of ideas, they are abstracted from a whole range
of feclings into forms which take on a life of their
cwn. It is the nature of abstraction which differenti-
ates between self-expression and aesthetic response—
between realistic gestures and dance movements. The
value of dance as an art, therefore, 1s 1n helping stu-
dents become aware of the importance of orgamizing
their emotions . nd of communicating them through
the forms of movement.

In American education, dance tradiionally has
been a secordary part of physical education, both 1n
regard to curricular offerings and 1n the tramiag of
dance teachers. This has tended to neglect 1ts quahies
as an art form. Although body control is the basis of
all motor activity, control in dance differs from skills
or techniques associated with sports ot gymnastics.
Dance is geared neither toward the refinement of
skills in themselves, nor toward competitive ends.
Whether performed as an individual or group actuity,
it is not bounded by rules, as in 2 game, or by prede
termined goals.

The essence of the dance experience 1s that stu-
dents become aware of still another way of knowing
and feeling about themselves throuch &snesthetsc per
ception. The ways that a student uses space, ume, and
force are transmitted through this kinesthetic muscle
sense, but the degree of sensit »ity to 1t depends upon
the emotions which stimulate the mcvements. Thus,
awareness and control function interactively.
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For dance to be of value 1n the educational process,
cach student must be able to  press the unique way
of feeling, moving, being, in movement that is
“right” for him/her. Because kinesthetic perception is
related to motor learning, it is essential that students
become consciously aware of the feeling sensations of
movement. While work in dance technique aids in
developing motor skills, technique alone is not sufii-
cient, for the search is one of discovering the sensa-
tions and qualities of expression that accompany each
movement pattern.

What then can we expect of students in dance?
Based on my work in the primary grades through the
university level, students need

® to explore their own natural bocdy movements—
walking, running, leaping, swaying, swirging—in an
open dialogue with the materials of dance

® to use the most powerful instrument available—
the human body—and make it responsive to their
expressive needs

® to go beyond the range of natural movements
and to develop a new, nonverbal, kinesthetic-visual
vocabulary

® to move expressively through the forms of move-
ment to communicate ideas, feelings, and emotions

® to develop critical judgements of their own work
and that of others, and in so doing,

® to develop a deeper understanding of the dance
experience.

Dance experiences help students explore their own natural body movements in a way that is “right" for each of them

Do
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14. TEACHING FOLK DANCE

Karen Codman

Folk dancing, among the many other benefits derived
from it, brings children, and people in geaeral, closer
together. The cliche “it’s a small world™ is truer today
than at any other time in human history and by
teaching our children dances of other lands and peo-
ple we can hopefully bring about a more understand-
ing world,

If one envisions folk dance as just another physica’
activity, and recognizes only the movement value of
dance without understanding the dance in context
and its cultural ramifications, folk dancing becomes
no different from any other physical activity and a
major dimension in dance education has beer. lost.
Folk dance, when presented properly, deserves to be
an integral part of the school curriculum.

When teaching folk dance, particulaily to elemen-
tary school children whose curriculum includes such
related fields as geography, history, social studies, and
music, the dance teacher can use the vehicle of dance
to illustrate other aspects of the society as they are
reflected in the dance, for instance, studying social
customs such as weddings by teaching wedding
dances, or talking about attitudes toward traditional
sex roles as evidenced by whether a dance is done in
segregated or mixed lines, couples, etc., or pointing
out certain stylistic attributes of the dance which are
caused by the topography of the region from which it
came. Often, the dance teacher and the regular
teacher can cooperate on a study unit to build a
unified theme of dances, sungs, customs, hi..ory, etc.
of particular areas. However, for these messages to be
conveyed, the dance must be taught as correctly and
authentically as possible.

Onc problem which often arises, particularly in
teaching dance at the elementary level, is that of
simplification. Often, to make dances easier for young
students to learn, a dance teacher will either simplify
the dance independently or use a simplified version
which is currently available. The problem with these
simplified versions is that they often lack any under-
standing of the meanings behind the dance or the

stylistic innuendos, and so neglect those qualities
which are central to the dance. Often they merely
become unrelated movement sequences thrown to-
gether and put to folk music and then passed off as
children’s “folk dance.” These dances have lost the
whole feel of folk dance, and may sometimes be 1nad-
vertently derogatory. Thus, a good principle in teach-
ing folk dance is to adhere, as closely as possible, to
the authentic source of the dance, preserving the cho-
reographic elements. Obviously, not all dances are
appropriate for all ages of students and the form will
undergo changes for different age groups and skill
levels, but the original spir’ must somehow be pre-
served for the dance to be educationally meaningful to
the student.

Movement-wise, folk dance has much to offer. Dif-
ferent cuitures move differently because of their dif-
ferent lifestyles. Thus, through 1nternational folk
dance, the teacher is broadening the student’s reper-
toire of movement by adding muvements and rhythms
of other cultures. People of all ages, children and
adults alike, will always tend to move in familiar pat-
terns because people arc most comfortable with the
familiar. By teaching those movements found in inter-
national folk dance to students, starting at a young
age, the teacher enables the student to become more
familiar, and therefore more comfortable, with and
more able to relate to a broader range of movement.

Another important lesson to be learned from f>lk
danding is an awareness of aesthetic values other than
those held by our own society. Different cultures have
dificient sensory worlds, drawn from their physical
and cultural environments. Aesthetic values, being
culturally conditioned, often intensify those values
which determine everyday lifestyle and world view.
Thus, each society has standards for the production
and performance of it cultural forms. The final form
of the dance which a community will support 15 ai-
fected by movement styles accepted by that commu-
nity and is determined by behavior based on the tradi-
tional elements.
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A student who learns a dance from anotier culture
1s being exposed to a different set of aesthetic princi-
ples and is, therefore, being given an “inside view™ of
that cuiture’s aesthetic expression by feeling the pre-
ferred movement styles and sensing the underlying
organization of the material. Thi. underlying organi-
zation of the material is the Leart of the aesthetic
system. Unfortunately, it is also one of the first cle-
ments lost because of uninformed simplification of
dances which is often based more on oxr aesthetic
principles than those of the community in question.
The child who is exposed to foreign aesthetic princi-
ples not only learns to appreciate and enjoy those
different forms, but also broadens his‘her awareness
and aesthetic sense. Again, this can only help to
strengthen understanding and a sense of community
between the different cultures of the world as contacts
between these cultures become more commonplace.

Much emphasis has been placed on maintaining
authenticity in the folk dances being taught; however,
one should realize that no matter how hard a dancer
tries to reproduce a style of dance, it can rarely be
totally exact. Dance is culturally patterned, learned
behavior. Thus, to truly perfect the dance, one should
ideally grow up in the culture. The dance teacher in
the classroom is working with a form of dance which
has been transplanted to a foreign environment and
has therefore already undergone radical changes in
nature. The most common changes are those reflect-
ing context and purpose of the dance, as well as the
integration and assimilation of new cultural values and
movement preferences into the dance style and form.
However, change does not necessarily negate any of
the inherent principles and benefits of the dance.
Most dances which make their way into the recrea-
uonal and folk repertoire 1n this culture are, in fact,
recreational social dances 1n their own cultural con-
text. Within that context, the social dance is removed
from any ritual context, 1f any had once existed, and is
informally open to all members of the society.

Much has been said about the psychological and
therapeutic values of dance in developing children’s
sclf-image, their confidence, their creativity, and abil-
ity to express individuality. Folk dance enables a child

to develop an individual personality just as in other
dance forms. However, vecause of the communal na
turc of folk dance, it exerts a strong socializing influ
ence on a child's development. Folk dance in its in
digenous environment s a sodializing agent, teaching
members of the society how to work together, play
together, and cooperate with one another. The group
nature of the dance reinforces these values. One rarely
dances alone 1n a traditional society. Even in ritual
performances by solo dancers, the audience is an ac-
tve participant 1n the dance event and adds to that
feeling of community. By the same token, folk danc-
ing 1n the classroom will underscore a communal feel-
ing among the children and encourage them to be-
have 1n a muic acceptable social manner and in a
spin. of cooperation. The standardization of mcve-
meats ard steps ~ccentuates this socializing effect.

However, creativity should not be considered lack-
ing 54 folk dance. When done by native dancers,
amysle opportumity exists for improvisation and crea-
tiv'ey, and if one weie to observe a traditional dance
event, one would notice that no two dancers dance
exactly the same. The major limitations are that im-
provised steps must maintain the style and fit with the
accepted vocabulary of movement.

Folk dance is the embodiment of children’s right to
a satisfying movement experience, a right to under-
stand themselves and the world they live in, a right to
a complete education, the rignt to enjoyable recrea-
tion, and mzny other principles espoused during the
Year of the Child. By including folk dance in the
school curriculum, our children are able to expand
their movement vozabulary an¢ develop a broader
sense of aesthetic appreciation. They learn about their
own culture . d about people and cultures around the
world. The child develops 2 sense of self-confidence
and a more posit.ve body image, at the same time
learning how to adjust more comfortably tc social
situations. But most important of all, to deprive our
children of the opportunity ro folk dance deprives
hem of an opportunity to enjoy themselves
{1k dance is fun!

because
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%5. THE TECHNIQUE CLASS: HOW CAN WE HELP STUDENTS TO DANCE?

Toby Hankin

Last semester 1 had the opportunity to teach tech
nique to beginning modern dancers, college students
who were virtually unexposed to formal dance train
ing. Faced with a :lassroom of hyperextended lower
b. "s and apprehensively raised shoulders, 1 was
struck by how uncomtortable these young adults ap
peared inside of their own bodies. 1 realized that these
students had not heard of a pli¢, let alone the possibil
ity of experiencing energy streaming through their
bodies. They had little foundation on which to build,
no store of previously acquired knowledge, no as-
sumptions about how to conduct themselves in a
dance class. 1 felt overwhelmed by what they needed
to learn and found myself considering how instructors
can most effectively teach students to dance.

FEEDBACK

The primary role that feedback plays in the learning
process needs recognition. Students must know what
they are doing wrong before they can make changes.
The large number of students participating in dance
classes makes it difficult for the instructor to attend to
individual needs, but instructions addressed to the
whole class cannot replace personal critiques. The
teacher must observe sensitive!; and thoroughly in
order to decide which errars need prompt attention
(potentially injurious ones, for example), what corre.
tions are appropriate for the level being taught, and
when it may be best to say nothing at all. Individual
guidance offered while an exercise is in progress helps
the flow of the class. It may be appropriate to ask a
student to stay after class if the help he or she needs
will take more than a few minutes. However, engag-
ing the entire class in the feedback meant for one can
climinate uninvolved standing around, especially for
beginners who may not know how to occupy them
selves  sefully while the teacher is attending to an
individual.

When offering feedback, the teacher must consis
tently evaluate verbal cues to make sure that they are
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meaningful t the intended audience. Images, expla
nations that are clear to the teacher may be meaning
less to students. 1 remember teaching a beginning
modern dance class in whidd a particular exercise
required full extension of the knee. “Reach out the
heel,” 1 suggested to a student whose knee was bent.
No response. “Lengthen your leg,” I offered, alsv tv
nu avail. Simply asking for a straight leg brought the
desired response. The direction that seems su ear w
the teachcr may leave students in the dark. A lack of
response shou:d be a signal to change tactics.

Sometimes I will derive new ways of talking about a
concept from my students. “What does it mean to
‘lengthen the spine?” How does it feel whern you du 1t
Can you think of an image that might help sumecne
clse discover length through the spine?”’ Questions
like this help students to clarify the concept for them-
selves and frequently result in new and more helpful
ways of thinking about the movement for their class-
mates.

It is helpful if commonly used verbal instructions
are (larified by a dlear physical expenience. Arms that
“come from the back” or energy “founwaining vut of
the head™ are relatively sophisticated images. Such
instruct, ons may confuse the novice. It 15 a challenge
to provide tangible expeniences that help students find
a more meaningful relationship to sucl imagery. Tac-
tile feedback, skillfully a d sensitively used, can be a
valuabie aid. Gentle manipulation can sensitize stu-
dents tc new possibilities for self-use. Helpin  them
to experience a more effective movement pattern can
provide a clearer goal for them. I have found that
partner work, particularly in a large class, is an effec-
tive way of assuring that each student has the benefit
of touch feedback. For example, I might ask students
to help each other experience the turn-out of the
upper thigh by using appiopriate tactile guidarce,
which I generally demonstrate. These s value for buth
partners in this exercise. The recciver has the benefit
of hands-on individual attention, and the giver, while
helping anorher to achieve a desired goal, clanfies and
enriches his or her own understanding of the same
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goal. The teacher, of course, must assess the students’
readiness for the intimacy inherent in physical con
tact. Young adolescents, for example, might shy away
from this kind of exercise.

BODY FUNCTIONS

The more the teacher can help students understand
the structure and functioning of the human body, the
more responsibly and effectively he or she can help
them improve their performance and avoid injury. If
we believe that the spine is straight, or that turn-out is
an action that involves only thz fo-,t, our movement
will reflect that misunderstanding. Because how we
think about movement affects how we move, miscon-
ceptions must be clarified. I have found that the op-
portunity to look at a skeleton not only acquaints
students with their own structures, but helps them to
think more accurately and more constructively about
movement. Students who can visualize where and how
the skull rests on the spine, for example, can better
“float their heads up.” Those who understand clearly
«he locat:on of the hip joint may be able to articulate
that joint more effectively.

We must keep in mind that to change movement
patterns is not an ¢asy process. The ways we move and
hold ourselves are well learnad habits, intimately tied
to who we are and how we feel about ourselves. Like
smoking or biting one’s nails, withcut a consistent
awareness or desire to change, thest habits stubbornly
persist. In order to facilitate the kind of awareness
that precedes chenge, it is necessary to slow down and
allow time for paying attention to the subtleties of
what the body is doing. As students become aware of
what they are doing, they are able to improve. We
must be sure that the technique class provides for and
encourages that opportunity. I ‘el there is a pressure
felt in technique classes to “keep moving,” not to stop
too long, talk too much, or take too much time for
correction. When these pressures, real or perceived,
prevent us from providing nceded guidance, we do a
disservice to our students.

TECHNIQUE

Perliaps what is most izportant, particularly as we
introduce beginners to the art of dance, is that they
expericnce movement as an cxpressive activity, one
that is intimately tied to human feeling. Technique,
with its implication.. of body mastery and control,
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must not be disassociated from internal commitment,
the fecling that feeds the daace. The activities we
choose and the manner in which we present them can
help students get in touch with the potential of move-
ment as an expressive and creative medium.

The use of imagery is often effective in inspiring
students’ expressive participation in the dance. The
vision of the pelvis as a balloon, for example, ex-
panding until finally it floats us up to half-toc may
more completely invoive the student than the ai.cc-
tion to ‘'relevé.” The objective detzils of what foot,
which direction, ctc. in a movement sequence can be
supported and enhanced by attention to the feeling of
the phrase. By emphasizing the qualitative aspects of
the movement as well as its physicar requirements, we
draw the whole person into the dance. From the
opening of class it is impor-ant that the inovement
experience is designed with attertion to its expressive
content.

The increasing specialization within the dance cur-
riculum that has accompanied the growth of college
and university dance departments has perhaps en-
couraged the separation of technique, improvisation,
and chorcography in modern dance training. While
cach of these areas merits its own course in the curric-
ulum, it is important that they be recognized as mutu-
ally supportive and interrelated. It is appropnate, and
[ believe important, that there is room in the tech-
nique class for improvisational exploration. Such op-
portunity for individual creative response gives ~ach
studer.t a chance to become wholly and personally
absorbed in the dance experience. Students who “lis-
ten to” their own breath, notice the natural hody
changes that happen with the breath cycle, ana dis-
cover how breath can motivate movement choices will
have a richer understanding of the relationship be-
tween breath and movement than students who have
had only the opportunity to imitate their teacher’s
breath usage. What students discover for themselves is
-rost meaningfully learned. In addition, improvisa-
tional experience can help the students recognize and
develop confidence in their potential as creators of
movement.

The body, mind, and spirit must be activated and
integrated in the dance class. In this way #€ cuu begin
the systematic improvement of students” performance.
Undoubtedly, their satisfaction will increase as they
experience, along with the joy of movement, then
growing knowledge and ability.

)
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16. BALLET IN HIGHER EDUCATION

James Penrcd

Research which has included visit to selected univer-
sities and colleges, conversations with students and
teachers, and examinations of curriculum offerings
provides evidence which suggests that ballet’s tradi-
tional role in higher education is . ccommodating new
approaches and uses for ballet training. In the past,
some universities and colleges suceessfully established
their institutions (1) as a place for training dancers
primarily in the classical technique, (2) as a center for
the preservation of the past and present through the
performance of ballet repertoire in campus or campus-
affiliated companies, and (3) as a training ground for
ballet as a creative medium through workshops and
courses. With the greater national awareness of many
forms and modes of dance expression, and with an
understanding of diversity in teaching methods and
goals, ballet has become increasingly visible 1n ollege
and university curricula.

Cepending on curricular emphases, financial re-
sources, personnel, and long range institutional goals,
ballet has expand~d creatively as well as functionally,
shaped in part by new generations of teachers. Many
teachers have studied not only ballet but other dance
techniques, anatomy/kinesiology, composition, im-
provisation, Labananalysis, Tai Chi, and body thera-
pics such as Feldenkrais, Rolfing, and Alexa: .er.
These experiences allow them a wider range of op-
tions to draw upon when teaching ballet technique or
applying its principles to other uses. Three examples
may illustrate changing ttitudes toward the role of
ballet in higher :ducatio:. teaching, composition, and
ballet for athletes and actors.

TEACHING TLCHNIQUE

That bzllet discipline can be a useful tool as an ad-
junct to the study of other forms of dancs seem- to be
gaining wider acceptance. Because of its structure,
ballet can be used to teach the basics of form, line,
and design. Nevertheless, therc are dissenters to .his
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approach. Craft frees the individual to be an expres-
sive artist, and bailet as a specialized technique re-
quires the repetition and practice of codified move-
ments to acquire the .ecessary mastery of steps essen-
tial to the technique. Critics of ballet claim tht the
technique is taught externally by rote, and that imita-
tion of the teacher’s movements negates the students’
potential to experience principles of motion as a pro-
cess of discovery leading to expression.

To bridge this perceived gap and to make ballet
technique more meaningful to students, some teachers
are using a different descriptive terminology and ap-
proach  teaching technique. Using voncepts from
Labanan..ysis or Alexander, for example, students arc
encouraged to experience the movements s ar: inter-
nal racher than goal oriented process tu learn pustures,
positions, and steps that are unified as an expressive
whole. Through the use of imagery, students can cx-
perience the motion of their own bodies moving
through space, forming space, responding to weight
shifts, timing, and tensior as an integrated nonverbal
act. By deemphasizing the technique as an external
form, students appear to learn more quickly and to
experiznce basic principles of motion in their own
body. The teacher’s role s a guide, mentor, and critic
remains essential. The students’ responsibility remains
to listen and follow technical instructions while exper-
iencing the physical sensation of the movement as
thourh discovering the movement for the first time.

CHOREOGRAPHY OR COMPOSITION

Generally composition courses are taught using meth-
ods freer in technique than ballet to allow students to
discover their own ways of moving, the expressive
potential of movement, and the ways movement may
be shaped in a significant and expressive whole. Using
methods fr.m his/her own experience, each teacher
guides students through problem solving to structure
to the students’ own movement perspective.

Because ballet has a well defined structure, 1t 1s
thought by some to be less useful as an instrument to
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free the individual’s own creativity and discovery. Per-
haps that is why bailet is less widely used in composi-
tion courses than other methods. When this is true, it
unfortunately denies students of choreography a
broader range of movement options that could sup-
port self discovery and the creaiive potential within
the form and structure of ballet. The influence of
ballet on modern dance choreography, and of modern
dance on ballet, suggests the viability of the form as a
potential mode of expression and exploraticn.

If choreography, in any mode, is coasidered synon-
ymous with creativity, then the ballet structure should
have the same potential for self discovery and expres-
sion as any other movement technique. This requires
students to view the movement not as a serics of steps
linked together in imitation of combinations learned
in technique class. Rather, motion is explored as a
medium through space znd time, hav'ag weighe,
shape, and design. Ballet is rich in possibilities for
bringing the codified steps together creatively in new
ways and in a style that is unique and meaningful to
each student. This can be accomplished by using
problems commonly used in more traditional compo-
sition courses. For example, the order of steps in a
choreographed movement phrase can be reordered,
reversed, temporally expanded or contracted, rhyth-
mically and dynamically changed and set to different
music styles. The instructor should always make clear
that students are engaged in an act of creative :xplo-
ration of the technique as an organic whole that ex-
presses their own view and helps them apprehend the
kinesthetic potential of their own body.

BALLET FOR ATHLETES AND ACTORS

Although teaching dance to athletes 15 not new to
higher education, it seems to be gaining broader ac-
ceptance and use in colleges and universities. In her
article “Baller for Divers,” in the May 1981 issue of
the Journal of Physical Education, Recreation, and
Dance (included in Section II of this volume), Diane
Miihan Pruett describes how she has modified ballet
technique to accomn:odate the specific technical
needs of the diver athlete. By analyzing the motor
skill required by the athletes and how they were
scored in competition, she was able to creatively adapt
the ballet moves to the requirements of the sport.
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By using a similar process, ballet movement can be
adapted to other disciplines. Actors 1n William Shake-
speare’s Much Ado About Nothing were 1nstructed 1n
ballet to help them develop a style appropnate to the
period and to perform simple dances.

Few actor, in the cast had previous movement ex-
perience. Exercises to develop body alignment, pos-
ture, and arm and leg shape and carriage and to teach
actors designated stage patterns, partner relationships,
and simplified period steps were used.

Aiter a warm-up, sessions began with exercises to
enhance awareness of moving verucally and honzon-
tally while lengthening or widening out from the
spine with no unnecessary tension or rigidity. Bund-
ing on this concept, actors were asked to move
through the first, second, third, and fourth foot posi-
tions and, later, to add simple arm movements. Since
actors are respensive to imagery, they were helped to
respond to the kinesthetic sensations of the movement
or use it as an expressive extension of charactenza-
tion. Later they learned steps in a prescribed rhythm
and, with a partner, added various stage patterns to
familiarize them with moving forward, backward,
sideways, vertically, and turning, Using the basic bal-
let alignment and carriage, it was relatively easy, 1n a
short rehearsal period, to establish a unity of style and
to introduce simple dances appropriate to the play.

Besides these three examples, ballet is traditionally
taught in higher education as an art form. It is a
tribute to the vitality of the form and to the malleabil-
ity of its principles that ballet can enhance individual
growth and body awareness and can create a discipline
and concentration which comiplement the freedom of
some other movement forms. Thus too is the whole of
the student’s experience in higher education enniched.
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17. THE EDUCATION, TRAINING, AND DEVELOPMENT OF
DANCE EDUCATORS IN HIGHER EDUCATION

Elize. ...h R. Hayes

As a discipline in lugher education, dance is unique.
The youngest of the arts to become a serious part of
unmversity curnculums, 1t was introduced through the
sponscrship of departments of physical education.
The first dance major program was created in 1926
by Margaret H'Doubler at the University of Wiscon-
sin—just 54 years ago. Its purpose was the profes-
sional preparation of college teachers. As late as
1931, Wisconsin was still the only university offering
a degree in dance, but gradually a few institutions
began to imitate this exemplary model.

The association of dance with physical education
was both geod and bad. Without the sponsorship of
visionary women physical educators who recognized
its educational values, dance in higher education
might not even have been “born,” or at least its
birthdate would have been considerably delayed. The
unfortunate result of this association, on the other
hand, was and still is that dance has been looked upon
by physical education administrators as just another
physical activity, such as golf or swimming, and has
been treated accordingly in terms of budget, faculty
increment, and curriculum development Dance as a
performing art has been of little signiticance to most
physical education administrators. The major respon-
sibilities of dance teachers in these programs have
been to provide a pleasurable form of physical and
sometimes creative activity.

Some of the early dance major programs, however
limited, were firmly grounded in foundation courses
in biology, human anatomy, phys.ology, and kinesiol-
ogy, as well as psychology, philosophy, and the study
of related arts. Within the dance curriculum, in addi-
tion to dance technique classes, were courses in rhyth-
mic analysis, dance history and philosophy—espe-
cially as it applied w0 education—and opportunities
for student teaching. Even without formal classes in
composition, there were opportunities for students to
improvise and make creative aiscoveries in technique
classes and to compose dances extracurricularly

Over the next 15 years, the scope of teacher educa-
tion in dance in universities changed litdle until the
famous Bennington College Summer Schouu! of Dance
was created in the mid-thirties. Here, for the first
time, dance educators and dance professionals were
brought together. This nudge from the professic
world encouraged dance educat... > i1 troduce formal
courses in dance composition. . . nt and faculty
dance concerts in universities became increasingly
mature. Dance faculties, often at great personal sacri-
fice and with little support from administrators, ex-
panded curriculums, extending class time devot=d to
dance technique and composition, introducing special
courses in musical accompaniment and costuming for
dance, and in staging and lighting. Methods classes in
teaching dance for all age levels became an est-blished
part of the curriculum.

When these expanded dance major programs began
to produce a higher quality art, admimstrators began
to question the place of dance in their university
structures. When colleges of fine arts were formed, it
seemed appropriate that dance major curriculums
which had earned recognition as quality programs
should somehow be incorporated into these colleges.
The first such move of dance out of physical educa-
uon took place at UCLA in 1962, a mere 18 years
ago. Since then, other unwersities have followed suit
in rapid succession. Administrauve organization has
varied from institution to institution. Some dance pro-
grams became independent departments. Others were
combined with departments of music or drama, but
regardless of the specific arrangement, dance was
identified at long last as a performing art in lose
association with her sister arts.

While these developments in dance in higher edu
cation appear tu be encouraging on the surface, the
{act 15 we still have a lot of catching up to do. Miracu
lous progress has been made in .he pas. 18 yeais, b.t
help is desperately needed. Many states offer L vp
portunities for the professional preparation of dance
teachers, to say nothing of dance artists.




As the National Dan.e Association Directory dis-
closes, curriculum standards for dance specialization
in colleges and universities vary considerably. Some
departments require 50 percent of the student’s
course work be taken in their major field. At the
other extreme, one credit each of folk dance, saquare
dance, soc:al dair..<, and ballet is considered a dance
emphasis.

Another problem 15 the minimal progress made 1n
obtaining certification for dance in the public schools
at either the secondary or elementary school levels.
Most public school administrators confine ““art educa-
tion” to art and music disaphnes. Even drama 1s
frequently buried in the offerings of Enghsh depart-
ments. Obtaining certification for dance pecomes a
vicious circle. Certification 1s not given because there
are no dance programs offered in the schools, and
dance programs are not offered because no teachers
are certified to develop them. Lacking certification
programs, physical education teachers, usually 1nade-
quately prepared to teach dauce and often dishking
the subject, are expected to teach 1t when 1t 1s offered
in high school curniculums. As a result, their own
negative attitudes and feelings of inadequacy often are
passed on to their students.

The siiuation is not ‘mpossible however. Where
visionary public school administrators have hired well-
trained dance speciaiists through circumventing de-
vices such as “special™ cert:fication or some other
means, dance programs have burgeoned, often serving
as models for nearby .chools. It is important that
model programs exist. The government sponsored
Artists-in-Schools program has helped tremendously
to open the eyes of public school teachers and admin-
istrators to the values of dance as education. But these
programs need to continue under dance specialists ir
high schools, and under dance or combined arts spe-
cialists who can work closely with classroom and/or
physical education teachers in a cluster of elementary
schools. V'hen administrators see what dance pro-
grams of excelience can be, they will demand qualified
teachers.

Approximately six states and New York City al-
resdy offer certification for dance teachers at the
secondary school level. [By 1989, that figure was 16
states.] Dance in secondary school curriculums is cur-
rently about at the place in its development tkat dance
in higher education was 35 years ago when dance
specialists were expected to teach other subjects to be
permitted to teach dance. We are growing from the
top downward, illogical as this may seem. But we are
growing, and with the unflagging determination of
dance educators, continued progress will be made.

Administrators 1 charge of dance teacher educa-
tion programs in higher education face a number ot
other difficulties. Departments recently emerged trom
physical education usually have no buildings of their
own in which to operate. Available teaching space—
studio space in particular—1s tov hmited to accom-
modate now expanded programs. Funds are unavaila-
ble to enlarge facilities to the nceded dimensions, and
funds are inadequate to provide these young depart-
ments with resource materials for tcaching and thea-
ter equipment for producing « .aces.

It is assumed that faculty and student dance pro-
ductions will be financially self suporting—a situation
that seldom exists in any performing art. As a result of
such unrealistic assumptions, choreographers are fi-
~ancially and thus artistically hamstrung in their crea-
tive undertakings. Little budget is available to hire
visiting artists or guest specialists to supplement regu-
lar university programs. There are little or no monies
for special research projects that could contribute to
expanding the body of knowledge in dance. Few 1nsti-
tution or state funds help support special sum .er
workshops, state dance conferences and seminars, and
special residencies for dance artists, or gve financial
assistance to national conferences promoted by such
professional organizations as Congress on Research n
Dance (CORD), National Dance Association {(NDA),
Amencan Dance Guild (ADG), or Counail of Dance
Administrators (CODA)-—all of which provide the
core of nserv.ce education for dance teachers at all
levels. Unfortunaitely most dance departments were
created at the close of a period of relative prospernity in
education when collzge and st: t~ buaee.s were being
forcibly and drastically curtailed. University admimis-
trators, though 1 ‘sh in moral support, have been
unable to produce the financial support for dance
departments they have fostered

Dance as education 1s many-pronged. It involves
te~ hing dance to students at clementary, secondary
school, and college levels. It involves the professional
preparation of teachers of these students, and the
graduate level education of dance speciahists—tech-
nique teachers, choreographers, production special-
ists, theorists, historians, and rescarchers—who are
responsible for training college teachers of these
teachers and professional artists. In addition .. the
preparation of teachers for reaular dance programs,
teacher educ tion often 1r .ades the professional
preparaticn of dance rezihers for special education
and dance therapy. Yet each kind of teacher prepara-
tion requires different emphases and counse require-
ments.

The quality of any dance program 15 only as good as
the quality of its teachers. Supenor faciities and
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abundant equipmenc alone will never ensure an excel

lent program. I we say that the arts should be taught
by **art ,t-teachers,” then it is tie role of education tv
train our teache.s to be artists. We must begin by
sclective admission into our major programs—
whether students plan to teach, do research, perform
as professional dancers, or choreograph. reachers of
dance, if they are to be fully successful, must have the
potential not only to move but to move well. If they
are not creative themselves, how are they to stimulate
creativity in others? They must have the capacity for
intellectual understanding, an? they must have a tre-

core shuuld indude courses 1o dance history, dance
philosophy, dance notation, music for Jance including
analysis and accompaniment, kinesiology as applied to
dance, and dance theater design and production. Four
years of dance techmque - baliet and or modern (with
a mimmum of one and vne-half hours of daily expent
ence) —should be required of all majors. Students also
need exposure to dance forms of other cultures. The
general core should likewise embrace 4 minimum of
two years of choreography in dass situations, in
cluding 1mprovisational experiences as well & ac
quaintance with producing finished chorevgraphy.

Each kind of teacher preparation requires different emphases and different course requirements.

mendous desire to share their love, appreciation,
knowledge, and eaperience of dance with others.
Through auditions and interviews we must identfy
potential students w.io possess these special quahities.
It is evident that we need to establish standards fo.
protessional dance curriculums in higher education.
CODA—an organization whose membersiip consists
of twenty-four admnistrators of the leading dance
depar.ments throughout the nation—recently defined
general standards for undergraduate (BA and BFA)
and graduate (MA and MFA) programs. In additiun to
a broad liberal education background at the under
graduate level, it was agreed that a basic core of
professional courses should be required of all studerts
regardless of their ultimate professional goals. The

While dance teachers may not consider perf ..wance
or choreogra hy a major focus in their careers, they
must have successfully experienced these technical,
intellectual, and creative disciplines if they are to un
dersrand fully the art ‘orm they are teaching. Teach
ers should be able to inwnire and assist students
through examples of tici own technical skill and
creativity.

On the other haud, if the role of dance education 1s
to make every teacher an artis., it may aisv be the
responsiblity of education, insofar as dance 15 con
cerned, to make performing 2rtists 1. 0 goud teachers.
Certainly the majonty of dance performers must teach
to survive. If they are going to teac, then it 1s impor
«ant for professionai dancers and chorevgraphers to
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learn to teach effectively. Dance artists, though they
are certainly able to inspire, often lack an understand-
ing of the psycholc ,; of working with people. Spe-
cific teacher educatio. experiences, to be effective,
must include not only methods classes that deal espe-
cially with conceptual and creative teaching, but as
much practical experience 1 | ossible in teaching stu-
dents at all levels in various situations.

To complete the curricuium in dance education,
students also need a broad comparatve study of the
forms and styles of the other arts. Because few histon-
cal records of dance remain, dancers especially depend
upon other arts to historically illumine their own form
of art expression.

Operating such a dance education curriculum de-
mands a core of experts—at least five regular full-time
faculty, an adequate number of fully-equiy. ped studios
of appropriate size, classroom and rehearsal spaces, a
well-equipped theater available for frequent perfor-
mances, production rooms and storage spaces, shower
and dressing rooms, adequate office spaces for faculty
and adrinistration, and, not to be forgotten, a gener-
ous operational budget. At present not even the best
of cur departments can meet all these requirements.

A master’s degree program assumes substantial
graduate level content courses have been added to a
curriculum supported by a corps of well-qualified
faculty representing various a:eas of expertise. A grad-
gate program should provide students with opportuni-
ties to specialize—to do indepth swucies in areas of
particular interest. It becomes the funct”  of such
graduate programs, thercfore, to provide stu..nts with

advanced cour.es and research oppurtunities 1n kinesi-
ology, dance history and ethnology, dance philosophy
and criticism, dance therapy, chorevgraphy, and, cer-
tainly, teaching. Of course no university can or should
be expected :o satisfy all of these needs. What can be
accomplished in a given institution depends largely
upon the size and expertise of its foculty. Although
the picture is improving, only a dozen or .o institu-
tions of higher learning can claim to offer quality
graduate level dance programs. Yet these prograins
are vital if we are to meet present and future demands
for qualified college teachers of dance, professional
dancers, and others.

To make university administrators and their dance
faculties aware of what quai.y teacher education pio-
grams should be and enable them t implement them
requires money. Yet, university tunds to improve and
expand curriculums have pretty well dried up. Avail-
able funds, including research funds, are usually di-
verted to the scieprces. State Arts Counc’s, particu-
larly in states where monies must support local profes-
sional companies, regret their funds cannot stretch to
inc'ude the university programs that may have been
the original t aining centers for comnany dancers
Whiie several national government programs such as
Artists-in-Schools support the development of the arts
in secondary and elementary schouls, few are apphea-
ble to university programs. The financial shutout for
dance departments in in;versities scems complete.

If the picture seems discouraging we must remind
ourselves that dance as an a,. i education 1s here to
stay. The future demands our patience, perseverence,
and determination.
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18. HIGHER EDUCATION: PREPARING DANCERS
FOR MORE THAN ONE CAREER

Sandi Combest
Cynthia E. Wiese
frma Caton

Interest in dance in higher education appears to be at
an all time high. Dance programs may be found in
eve.y region of the country, from the smallest com-
—unity college to the largest university. Lockhart
1981) maintains “ . . . we have managed to move
dance and the other arts into the ‘conscience’ of the
country.” She contends that much of this recognition
may be attributed to the growth of dance programs in
education but that this growth needs direction for the
future. She poses the following questions to dance
educators. What do we believe? Where do we want to
go? What is ovr goal for the next ten years?

Keeping Luckhart’s questions in mind, we, as
dance educators, rai.e another question. What are we
preparing all these dance .tudents to do—dance? It
appears that we are preparing many more dancers to
perform dance or to teach dance than there are avai!-
able positions. It is unfortunate that trained dancers
must wait tables, clean motel rooms, serve as cashiers
in supermarkets, or take a myriad of other “odd jobs™
in order to exist in today’s society.

As educators who have developed dance pivgrams
at colleges and -~ ersities, we should assume sumie
responsibility for providing alternative dance-rclaccd
career opportunities. Many of the students who major
in dance have little concern about their futures when
they enter the program. Proper guidance of students
would enable them to better understand future oppor-
tunities and make them aware of alte:.ate d.ice-
rclated career possibilities.

Traditionally, dance education has been concerned
with a curriculum that provides technical dance train-
ing, creative a1d choreographic experiences, teaching
methodologies, and occasionally, professional prepa-
ration in dance therapy. While dance is riding a wave
of popularity, opportunities are limited in dance
performance or dance education for graduating dance
majors. Dance has experienced tremendous growth
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during the past ten to 15 years, however, continued
inflation and reductions in community and educa-
tional fine arts pregramming have made it increas-
ingly difficult for dancers to obtain employment in
their field.

Perhaps dance educators should zccept the chal-
lenge of developing new curricula or programs de-
signed to prepare students for dance-related careers.
Dance Magazine in 1975-76 published a series of
2"tiwis concerning dauce career alternatives. Gener-
aly, students focus upon becoming either professional
dancers or instructors of dance. However, many have
inadequate personal qualities and pedagogical training
in dance to become master teachers Many others lack
the talent, .cchnical proficiency, and emotional stam-
ina required to become professional dancers. They
may not alwai, be ¢ 3nizant of these inadequacies but
with propc .ounseling or career guidance, some of
these studen.. would become outstanding researchers,
writers, critics, physiologists, arts managers, dance
production designers, technicians, and/or consultants.

One option for dance education, which is not a new
concept but is perhaps unique in te1 ns of undergradu-
ate degrees, is interdisciplinary study. Interdisciphnary
approaches permit a great deal of flexibility 1n content
and generally require 2 common core of courses. Pro-
vision is made in the student's couise work for a
number of electives to be drawn from several disai-
plices. ¥y not offer interdisciplinary learning pro-
grams to the dance major student? With .hought,
planning, and cooperation such a diverse progtam
might be very effective.

A demographic survey was conducted by Caton,
Combest, and Wiese ,1982) to determine the current
trends in undergraduate degree programs in dance
colleges and universities throughout the United
States. Geaeral information relative to enrollment
size, location of dance within the institution, and
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types of degrees offered was included. Two questions
were addressed which are particularly relevant: (1)
What do you anticipate are the future prospects for
non-teaching options or alternate career programs in
the dance program at your institution? and, (2) Is
there a movement toward more interdisciplinary study
in your insti’ ution?

In response to the first question, a majonity of the
respondents listed dance or movement therapy as the
major alternative carcer opportunity. Several indicated
studio teaching or nonteaching degrees as being an
alternative to “dance careers.” Effort/shape notation
was mentioned by several as a possible alternate ca-
reer, but a majority suggested making professional
preparation programs :tronger or giving students an
education in dance and then letting them choose their
own direction for a career. The last response appears
to be the current trend of dance prograr

Responses to the second question of the survey
indicate that a majority of dance programs are moving
toward interdisciplinary study in dance. Those who
qualified their answer listed psychology, movement

63

analysis, music, communication, creative art therapy,
aesthetics, and humanities as disciplines which were
being studied in combination with dance. No attempt
was made by the investigators to define interdisciph-
nary studies or to determine the extent or number of
studies which should be included in an interdiscipli-
nary studies program.

From the tacit responses reccived and upon review-
ing the degree programs listed in the Dance Muguzin.
College Guide (1982-83), one is led to beheve very few
institutions actually offer programs in dance which are
of truly interdisciplinary nature. The majority of re-
spondents indicated that they concentrate on mouern
dance and/or ballet training for performance and, or
teaching.

This is not an argument against the more tradi-
tional dance programs designed to increase ..ie tech-
nique ¥ the dancer or to develop the craft of choreog-
raphy, but it is an argument for expanding the present
curricula by offering alternate dance career prugrams.
Lockhart alluded to the fact that some of us are
becoming obsessed with the mechanics of dance—

Dance educators should assume some responssbility for
providing zlternative dance-related career opporiunities,
such as dance research. By expanding present dunce
curricula, students’ futures could be more secure.
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offering classes containing nothing but technique. She
was referring to service classes for the general student
but perhaps we »ay be placing too much emphasis on
technical development ui students who major in
dance.

Many dance students could better serve the field in
areas other than that of professional dauce p:rformer.
Courses which upen students’ minds to diverse artis'ic
and cultural backgrounds can be designed. This is
reinforced by Dunning ('976), “ . . . even more
important than advanced wechnical knowledge for the
novice lighting designe are a cool head and a certain
artistic  predisposition Dunning quoted veteran
dance designer Thomas Skelton:

you need a cultural background to communicate
with a choreographer; you migat need to be able
to speak French or know about Rembrandt. And
it opens up your own mind. That’s most impor-
tant of all. You're lost without it. You get ideas
from that background and the quality of your
design is influenced by it.

Skelton expresses his belief that knowledge of dance is
necessary. You don’t have to be a competent dancer,
but you must know the technique. Beverly Emmons, a
protege of famous designer Jean Rosenthal, puints to
the need for knowing the art form, composition, and
possible art appreciation. Through these cxamples,
one begins to sce that the student pursuing interdisci-
plinary studies might choose coursework from several
fields of study which could lead to a dance-related
career.

Many individuals may say that alternative, dance-
related careers may be pursued through avenues other
than college courses, and certainly this is tree. Practi-
cal knowledge within a field is always necessary, even
while earning a degree, but by providing students with
an opportunity to pursuc alternate carcers through the
structured college curricula, dance students’ futures

could be more secure. This uption could provide of

portunities for talented indmiduzls, who may have
chosen other profession: because they felt they could
never become accomplisied dance performers, by
studying dance as a related career.

Marr (197 5) believes some possible career fields and
alternate .areers in dance include teaching, dance
writing, visual arts and theatre technology, architect
engineering, r.lm, television, photugraphy, medicine,
busine  advertising, law, dance n ration and library
science, dance directurships, music and Ja.ice, and
religion. Marr states. “An ovenview of possitle career
fields indicates three approaches. combining dance
with another discipline, developing a specialty within
another field, or developing a part-time or a voca-
tional specialty * She concluded with the fcllowing
challenge to the student:

The important thing for the young person to
realize is that the dance is such a multifaceted art
and comparatively so underdeveloped in t. is
country, that he can very well design his own
future. He should, however, think into the future
and begin to prepare.

We as dance educators must join our students in
projecting into the future by providing viable alternate
dance related carcer options. Are we willing to accept
the challenge?
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SECTION V
CREATIVE JOURNEYS: THE CHOREOGRAPHIC PrOCESS

Guiding students ir the techniques and thecries of dancs composition can be difficult. Dance educators
must stimulate Uie mind, nurture the environment, and encourage exploration and experimentation sv
young artists c.n discover fresh solutions through their . ..oreographic projects. The learning process is
threefold. Students need to understand the choreographic process, learn the craft of choreography, and
develop techniques of observation and evaluation.

The cance literature from 1978 to 1987 exploied some of the methods educators use to enhance
c eativity in dance compositions. Tne improvisation and choreographic techniques of professional artists
served as models for classroom teaching. Experimentation with choreography was extenced beyond the
traditional dancer to people of all ages and backgrounds. Interdisciplinary collaborations between dance
and the other arts were undertaker.. Videotape and television production of dance events prompted new
vistas for the choreographer. Ways to evaluate the choreographic product were also explored.

Each dance has its own choreographic process. Expressive intention ..erges gradually with structural
modes of symbolic representation. By using elements of shape, time, and force, movement is molded,
ordered, and stzuctured into images. Educators must continue to explore ways to guide the choreo-
graphic traveler in their kinesthetic, visual, and aesthetic journeys. In the words of Loa Mangelson.
“Only through understanding .he process, learning the craft, and familiarizing oneself with the creative
act through choreographing dance after dance can one hope to acquire a discriminating choreographic
eye which is a hallmark of the genius choreographer.”
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19. A POINT OF VIEW: STIMULATING THE CREATIVE PROCESS AND
EVALUATING THE CHOREQGRAPHIC PRODUCT

' oa Mangelson

What happens in the mind of the writer writing, the
painter painting, the composer developing + musical
theme, or the choreographer creating motion into
dance? What is the creative process, and how does the
process direct the creator? These questions can be
asked of siudents in composition and choreography
classes and workshops. How does the teacher define
the choreographic process and inspire tt  young
dance artist to create? Through discussion students
can be made increasingly aware of their thought pro-
cesses and sensory perceptions as they prepare to ex-
plore and invent ways of using time, shape, space, and
motion,

Can the mind be prepared to experience creative
readiness when spontaneous invention begins like a
cell ready to be developed into a whole? Is it possible
to channel production by purely conscious calcula-
tion? When discussing ways to begin the preparation
for dance composition, students often remind teachers
that many well known and prolific choreographers
never take choreographic workshops, but create on
impulse; their processes are neither revealed nor ana-
lyzed. They are the genius dance makers.

THE CREATIVE PROCESS

Brewster Ghiselin, poet, critic, and professor at the
University of Utah, in his book, The Creative Procer,
quotes 38 brilliant men and women, including the
German dancer and choreographer, Mary Wigrian,
who explains how she begins the creative process in
dance:

Charged as I frequently am with freeing the
dance from music, the question often ariscs, what
can be the source ar ! basic structure of my uwn
dancing. 1 canno define its principles more
clearly than to say that the fundamental idca of
any creation a.ises in me or, rather, out of me as
a completely independent dance <heme. This
theme, b ~wever primitive or obscure at first, al-
ready contains its own development and alon
dictates its singular and logical sequence. What ]
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feel as the germinal source of any dance may be

compared perhaps to the melodic or rhythmic

“subject™ as it is first conceived by a composer,

or to the compelling image that haunts a poet.

But beyond that I can draw no parallels. In work-

ing out a dance I do not follow the moudels of any

other art, nor have I evolved a general routine for
my own. Each dance is unique and free, a sepa

rate organism whose form is self determined (p.

78).

Wigman states that she did not evolve a routine or
method of choreography, and that each dance is dif-
ferent and has an evolution of its own.

There are choices > be made in creating good
dances. Good dances do not just happen. Choreogra-
phers dc not experience the same process in original-
ity of thoughts or feelings, but all must create a fertile
environment for self-expression and develop a critical
eye in judging their choreographic efforts.

TEACHING THE CREATIVE PROCESS

Teaching and guiding young students in the tech-
niques and theories of dance choreography seems dif-
ficult today. Students have tewer visual examples of
quality dance choreography to identify with and more
philosophical approaches from which to select. Devel-
oping aesthe: awareness and developing criteria for
making aestl.etic Judgments are much needed topics
in teaching today's dancers. In choreography today.
the anything goes and anything will work philosophy
in dance seems to be most observable in the two
extremes. minimalism (very little motion) and aerobic
physicality (fast difficult combinations), both of which
are current trends or styles, but do not necessarily
require aesthetically selective approaches to creative
mtention or invention. This 1980s choreographic
.rend appears to be part of the “dial-a-dance™ syn-
drome. In other words, given a few steps in any style,
the untrained choreographer often strings the move
ment together in any combination, and, as singer
Ethel Merman used to belt on Broadw.y, “That’s
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Entertainment.” I _ainment it might be, but stu-
dents desiring to create fresh, inventive material for
dance need to develop aesthetic principles that can

ide and direct their philosophical approach as they
explore the craft of choreography.

Eager young dancers must have open positive
minds. They must be patient, and allow the mind to
be reflective of personal experiences. The mind can
prepare for the process by reading, listening to music,
writing thoughts in a stream of consciousness, or
combining descriptive words. The mind needs as
much discipline in creative preparatiun as the body
needs to execute movement.

Encourage students to develop a passion for life 1n
its varied sensory experiences—sound, color, rhythm,
and motion. Although passion may seem tou emo-
tional and melodramatic, it is the stuff of which
dances are made. Passion, in this context, encom-
passes a great love and enthusiasm for dance. May
Sarton, in a poem titled Myself to Me, expresses this
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idea. “Out of passion comes the form, and only pas
sion keeps it warm” (p.61).

Young chorcographers should beccins obsessed
with sensory perceptions stin.ulating th. thought pro-
zesses. They must verbalize ideas to others, write feel-
ings and moods into words, and create their own
worlds of imagery. After sensing the kinetic stirrings
within, they can explore motion in space through
improvi:ation. With this impetus, they can allow the
mind znd body to make serendipitous di’ .overies.

Improvisation is the pract.ce of transporting the
sced from its intuitive womb into the hands of
the choreographer. Improvisation is the practice
of creativity. For dancers it is a way of gaining an
understanding of textures, imagery, depth, and
motional resonance that can lend a richness and
poignancy to performance. It is one of the best

trainings and preparations for the art of perform
ing (Louis, 1980, p. 124).
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Photograph by Ravell Call

The choreographic impulse may come from a variety of
sources and each impulse evolves into its own form.
Only through understanding the creative process, learn-
ing the craft of choreography, and developing effective
systems of evaluation does one ac. uire a discriminating
choreographic eye.

In a world where instant gratification is expected,
one cannot be assured that improvisation will inspire
instant, successful dances, but by taking the ir.pro-
vised movement seqaences and identifying the form,
sculpting the shapes, reworking th~ rhythmic struc-
ture, and editing the content, the senses can be stimu-
lated to feel new cxperiences in invention. If the same
movement combinations are selected for every dance,
..owever, one accepts the role of faithful formalist and
becomes an artisan who only imitates the craftsman
ship. Furthermore, living in a culture which puts
much more emphasis on product than process should
be a reminder that even though computers can dic:ate
steps, artificial intelligence can never replace the act
of human intention and emotional involvement in an
art form.

Only through understanding the process, learning
the craft, and familiarizing oneself with the creative
act through choreugraphing dance after dance can
one hope to acquire a discriminating choreographic
eye which is a hallmark of the genius choreographer.
This mjsterious artistic genius s assumed to be a
power given only to a few. But in the artistic effort to
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create the ultimate masterp ¢ 1n choreography, all
dance makers can taste success. In seeking this goal,
one needs to acknowledg~ the importance of analssis
and crticism as educational wols for the choreogra

pher.

CHOREOGRAPHIC EVALUATION

Criticism is difficult to accept in any situation --no
one likes to fail. Dance choreographers must place
themselves in vulnerable positions. Seeing a wnitten
evaluation or grade retc.ti.e of work accomphshed
seems casier than a persunal confrontation. Often a
student’s attitude becomes, “That's your opanion, but
I think my choreography works.” This is a situation
where giving constructive feedback must be supported
ov suggestions on how to improve the choreugraphy.

A sample evaluation process composed f six differ
ent stages of feedback demonstrates the creative pro-
cess of anal,zing a dance work and establishing a
positive dialogue. For example, first, in studio situa-
tions where students are creating solos and have works
in progress, getting into groups of two or three for
process evaluation can establish an initial opportunity
for informal criticism. This mutua' 1que is less
threatening than an evaluation by the  acher or by
the whole class. As a second exchange, the teacher
can provide the student with verbal or written con-
structive criticism during the embryonic stage of de-
velopment.

When a choreographic proje.:t is finally performed
for class viewing and evaluation, a third feedback
takes place. It is important 1n this exchange that the
dance be 1n a completed form and, therefore, should
have a tentative title, some semblance of costuming
rather than just rehearsal attre, and minimal highung
for good illuminauon to enhance the compositional
design. After the class observes the dance, the teacher
can challenge the choreographer with a senes of
thought-provoking questions: (1) In one sentence
only, what is the dance about? (2) What three descrip-
tve words best describe your dance? (3) Do you fecl
the dance is working as a whol.? (4) What parts work
the best, and why? (5) Do sections emerge in the best
order? (6) Could they be reordered for more clanty?
(7) How has thematic material been used and vaned;
i1s it interestingi {8) Does the choreography flow and
carry the audience with it? (9) Does th sound support
and embellish the movement and contribute effec-
tively to the total sensory expenence? (10) Does the
sound distract, overpower, or demand our attention
more than the movement: {11) Dou you sense or re-
ceive aesthetic satisfaction from the performer-? (12
D-. you feel you have given the viewer an expenience
of movement in a new, fresh, and invenuve way? Even

Y]
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though many of these questions can be asked of the
choreographers as they begin te create, they still may,
at that point, hesitate to answer because they simply
may not be able to judge their own individual process
yet.

During class observation the dance can also be vide
otaped so the student has a 1ecord of the work. This
fourth visual feedback can be used by ihe student
choreographer and the performers in the dance to
critique the performance quality.

Dance is ““bom to the instant,™ as Martha Graham
stated :n her film, .4 Dancer’s H'orld. Evaluation of a
live performance in front of an audience is always
better than video, because an audience can have a
direct cffect upon the dancer during the performance.
Critiquing, however, by watching a video is some-
times the only way in which danzes can be seen for
evaluation. Certainly, being able to watch a video and
edit material can be an educational learning tuol for
the student. However, if dance criticism is done only
by viewing the videotape, the human involvement in
the process becomes decreasingly clear. Video evalua-
tion should not totally replace the rapport shared by
teacher and students.

The fifth evaluative feedback is a “jot journal ”
After cvery rehearsal period and class experience,
thoughts and feclings can be recorded and analyzed.
This information will be valuable in discussing the
preparation and development of ideas in the creative
process. In keeping a diary or log, cach student can
share personal revelations and exchanges with other
students at the end of cach workshop. By sharing
their thought processes, students get to understan.i
their own individual preparaticns and creative exper-
iences.

The sixth and final evaluation phase can be a cho-
reographic philosophical paper. This last written as-
signment gives students an oppurtunity to analyze ana
discuss «heir personal discoveries and views regarding
the creative process as it relates to their dance. Acs-
thetic principles can be reviewed and a philusophy un
how to guide onc's own creative process can be stated.
By using feedback and analysis, the student choreog-
rapher can begin to understand that the mind can be
prepared to experience a readiness to invent and that
the creative process can be intentionally controlled.
Ideas and perceptions formulated during t.c process
can be experienced and shared by dancer and chore-
ographer as well as teacher and student.

These teaching-learning thenries can be applied to
any classroom situation where the creative process is
to be analyzed. The choreographic product tha. re-
sults from artistic manipulation can be *n educational
discovery for a student in learning aesthetic principlcc
The student can become more skilled in mvcntmg
fresh new  deas that can be crafted into exciting dance
compositions. These compositions in turn can be cri-
tiquec .ad evaluated, and the choreographic product
that results from the active reseasch marks the com-
pletion of a single creative process experience.
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20. IMPROVISATION FOR THE iNHIBITED: APPROACHES FOR TEACHING

Judith Woodruff

Thec recent explosion in popularity of dance as a per

forming art has resulted in dance courses being estab

lished in colleges in even the most isolated areas of
the country. It is imperative to offer quality in thesc
courses, whether they are service level or major level.
High standards in college dar:ce result from acknowl

edgement of the student’s individual creative potential
and from providing opportunities to experience the
directions of current dance trends. This poses an ¢x

ezptional ckullenge to dance in higher ecucation. Ge-
ographic isolazion permits limited e posure to new
dance, and the instructors often have minimal experi-
ence themselves. Dance educators are turther chal-
len=d by the burgeoning interest in dance from
nonmyjors; students who have a keen interest
dance but lack the desire, the body, or realistic oppor-
tunity for a performing career. These scudents are
characterized by a motivatior. to know about dance
tempered with an insecurity about their creaumity, and
using the body to display that creativity. These factors
can be special problems for teaching composition/
improvisation classes. Traditional forms of modern
dance use literal expression, dramatic ability, and 1n-
tent, which often produces inhibitic n in the mnexpen-
enced. Nonliteral approaches to choreography intro-
duced in the last few decades by Cunningham, Niko-
lais, and the postmoderns can provide an advantag® 1n
climi.;ating the embarrassment of working with emo-
tional material.

WHAT IS NONLITERAL DANCE?

Nonliteral or nonobjective dance is movement free of
literal or emotional connotations. It breaks from the
story line or psychological devclopment of early mod-
ern dance, replacing it with movement for its own
sake. Louis Horst’s first rule of composition, “Com-
psition is based on oniy two things: a conception of 4
theme and the manipuiation of that theme,” still
holds true, but the theme is cor.ceived and developed
kinesthet.cally ratker thar * amatically, narratively, or
emotionally. The dance Jevelops the darcer’s inner

sense of time and energy, rather than une dictated by
a dramatic conflict or an emotivonal struggle.

The posrmodern dancers carried the trend toward
purc movement and performance as a total sensory
expericnce even further. Emphasizing simple gesture
anu pedestrian movement, their cnureograpny devel
oped goa.., schemes, rules, or prodlems preset by e
choreograplier, often with opportunitie. fur random
ot chance movement tv occur in performance.

WARMING-! 1P AND TRAINING THE BODY

Whle traditional dance rechniques are rejected oy
many nonlite:al and postmodern choreograpkers, the
dancer’s body is still basic equipment. To that equip-
ment, the dancer applies physical principles of motion
involving gravity, equilibrium, leverage, and fesce to
create and develop movement ideas. Given these as-
sumptions, the dancer’s ficst task is to become aware
of the expressive potential of the body, and to develop
it to realize full expressive potential. Many of the
skills involved in doing this are “traditional™ tech-
niques: finding the body center, aligning the body
segments, Icngthening the cencral axis, developing
strength, and increasing r2ngc of joint motion. Re.ut
ing the body to the surzounding space, expanding
peripheral vision, giving and taking weight, using
gravity and inertia, sensing time, orienting to fellow
dancers are other aspects of the techr ‘que. Gentle
warmups and relaxation aid the dancer in understand-
ing 2nd contiolling the body. Sweigard's ideokincsis
material ? the Laban space harmony material,® and the
Barrenieff fundamentals® help develop kinetic invn-
tion and motor logic. The ability to use silence and
stillness, to sense and communicate degrees of zction,
qualitics, or textw s is also basic. Laban’s effoit mate-
nal 1s especially helpfi” in helping dancers develop
these skills.

THE NONLITERAL EXPERIENCE

Improvisatior. provides an impurtant means of devel
vping the spontaneity and kinesthetic: charactenstc
of boia nonliteral and postmodern dance. Whether or
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In a mirror improvisation with some students
using props and some not, the abstract shapes
help students focus not on thesr sometimes
embarrassed classmates, but on the evocative
quality of volume and form,

The parachute is an excellent prop for
smprovisation. It is large, covering every body
and evervthing, and it transforms. A group of

rank beginners can go into it as people and
come out as moving sculpture,

-
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not the novice dancer accepts the postmodern per-
forming aesthetic, the game-like situatios. characteris-
tic of some nonliteral approaches can enab.- inexperi-
enced dancers to more freely experiment with move-
ment.

Modified contact improvisation is an enjuyable me-
dium for experimentation in pairs. Steve Paxton, who
developed it in 1972 out of experiments with duet
form, sought to discover what happens when paruers
give and take weight, lift and carry one another, wres-
tle each other, and give into th. floor and gravity in
nonaggressive, gentle ways. Weight traasfers can be
initiated from a gesture, such as a handshake, or
social situation such as brawling or social dancing. As
dancers learn to give and take weighe, they continu-
vusly lose and find balance relative to whatever part of
the body happens to be the supporting one. [hey find
points on the body where a small person can lift or
hold a larger person and communicate to one another
through touch. Passivity, activity and demand, and

esponse also functicn during the movement ex-

change. Paxton's rules allow dancers to make contact
anywhere on the body eacept the hands. For explora-
tory movement purposes however, using the hands
can provide added security. In addition, a round robin
gives participants experience with a variety of part-
ners. Because contact improvisation is a sensory expe-
rience, it is ir  rtant to allow part of the class to
observe the inn .vative, visually interesting movement
which results.” Videotaping is also helpful.

“The Huddle™ is similar to contact improvisation.
It is useful in training dancers to give and take
weight, to balance and communicate through touch
and weight shift. As pc-farmed by Foru, its developer,
“The Huddle™ involves six or seven people who torm
a strong web, facing each other, bending forward,
knees slightly bent, arms around each others’ waists.
One member breaks free and clii.ibs over the Huddle,
finding hand and footholds wherever possible, joining
the group again on the other ."de. The process con-
tinues as others repeat the climb, one at a time, in no
particular order, so the group must respond through
shifts in weight. The Hudd'e can become a living
sculpture, changing shape, moving across the floor,
involving new people in round robin form, or even
adding or losing members to alter the size and shape
of the “object.”®

While dramatic development is discouraged, the
dancers’ intellect is not. They need to recognize what
sensations result from a given movement. Autending
to details may be easier when individuals improvise
alone. They can alter the position of the spine while

runnin_. noting the sensory and visual effect. They
«an execute conventional arm movements while hold-
ing a rock in each hand, noting the change 1n sensa-
tion and in movement quality.

Costumes and props also can develop kinesthetic
awareness. A prop becumes an extension of the body,
rather than a decor...ive or narrative ovject. The ob-
Ject and the dancer’s body are united. The student
dancer might experiment with rods wi..ch extend the
length ¢.'¢X. arms while usiny, a large (loth to conceal
the entire body. Students can also experiment with a
parachute, spandex fabric lengths or bags, tubular knit
lengths, cardboard barrels or tubes. Anytling in
which the student, or several students, can develop
themselves enables them to explore the hinesthetic (as
opposed to visual) dimer.sions of 1aovement while at
the same time not being inhibited by what they see
themselves doing. Making a videotape of the expern-
me:..ativn, however, enables students to experience
the movement with props at a later time. Using a
group ..” student obsriers w ho discuss what they have
s en help. botn the observers and the performers,
become murc anare of how to communir ate through
pure movement.

Students who enjoy mathematics, statistics, and
number manipulations mav find a variation of the
open form and chance techniques of Cunningham
appealing.” The teacher presents six or eight body
shapes or movements, or for more advancad students,
phraszs of movement. The order in which the ele-
ments are performed is determined by chance, F -
throwing dice or dealing boards. Each student thus
performs the entire phrase in 1 different order de-
pending on what he or che was “ealt, and eacl. will
have an individual transitional problem to solve. It is
also instructive for several dancers to perform their
“aeal” simultaneously.

The dancer-student interested 1n fine arts might be
asked to develop bodyshapes for a dance fiom obser-
vations of sculpture or painting. Students shou.d be
careful to see and express the energy within the ob-
Jects rather than merely replicate the superficial de-
sign. These forms could be developed to p. vide ma-
terial for the exercise described in the previous para-
graph, or to develof transitions from one energy-
shape to another.

Sketching the ene1 ies to be used in the movement
phrase can appeal to the art student. Sketching ener-
gies, shapes, orders of movemen. 5, any helpful “re-
cording™ cues, after a directed improvisation session 1s
extremely useful to all students to sort out and re-
member what did or did not work during the session.




PROCESS DISCUSSION

Once the student has begun to develop > .me conti-
dence in his or her ahility to create and order move-
ment, traditional composition and aesthetic judgment
become less threatening. Turner argues that tradi-
tional arts elements (umty, variety, contrast, repeti-
tion, transition, climax, balance, sequence, and har-
mony) can be recognized readily in nonliteral dance,
2lthough not all elements nced be present for effecrive
communication.® That being the case, the instructor
must provide the student with some approaches to
considering tne effectiveness of nonliteral choreogra-
phy.

Process discussion -an be very useful as applied to
both the movement product and the choreographic
form. Asking *'How did you develop this dance?” can
encourage students to consider the creative process of
others and to create their own new forms. Asking
“What did you see?” stimulates discussion which un-
covers the disparity between two simultaneous exper-
iences: what the student mad. and what the audience
saw. The purpose of such questions and discussion is
to challenge the students’ thinking, encouraging them
to clarify both aesthetic and inzellectual values, as well
as to observe the physical strengths and weakness of
the dance. Turner’s “‘Suggested Guide to Dx 1ce Eval-
uation” presents excellent guidelines for evaluative
discussion.’

STUDENTS AS NEW MODERNS

Modern dance, insofar as it 1s “imnodeie,” defies defi-
rition because it emerges not as a syste:n or tech-
nique, but as a currcat trend in move-aent. The early
modern dancers developed their own style, and what
became known as their technique followed from the
necessity of training bodies to perform the choreogra-
phy of that style. It is important to convey a vital and

fresh approach to modern dance to students if they, 1n
turn, are to capture their own personal stvle as it
emerge. long with their aesthetic preferences, sense
of time, phrasing, euergy, and shape. It can be said
that a dancer’s understanding of personal preferences
leads to a better understanding of the principles un-
derlying other styles, cither enabling the dancer to
perform those styles more preciselv or to provide a
foundation for rejecting a particular style as unsuita-
ble. Assisting students fo develop a personal aesthetic
philosophy and then to realize that philosophy in
choreography should be a piincipal goal of the im-
provisation/composition  class.  Nonliteral  and
postmodern approaches can provide the -ehicle for
students with minima! technical ability to discuver
how dance becomes art. For both students and 1n-
struc.ors, curiosity, an open mund, and creatinity are
the foundation for success.

ENDNOTES

1 Homst, Lowss and Rust'l Carroll Modern dance form: n
reiatsor. to the other modern 3rts. New Yuth Dance Hunzons
1977 p. 23.

2 Swagard, Lulv. Human movement potentsal: Its sdeoksnets
JSacsktation. New Yok Harper and Row 1974

5> Laban, Rudolf. The language of movement. Boston Plays, Inc
1974.

4 Bantenietf, Irmgaard. Body Movenent. Coping wsth the Ents-

ronmernt. New York: Gordon and Breach 1981

Banes, Sally Terpsschore sn Sneakers: Post-Moderr Dance Bos-

ton: Houghton-Miffin Company 1980, p. 64

6 Ibd, p.27.

Klosty, James. Merce Cunnsngham. New York Saturday Review

Press. 1975.

8 Turner, Margery J A Swdy of Modern Dance 1 Relation to
Communication, Chorcographic Structure, and Elements ot
Composiion. Research Quarterly. 19,3, 1.~ 34, pp 219-227

9 Turnzr, Margery J. New Dance Approaches 1o Nonssterai Cnore-
ography Putsburgh. Unnersity o Pittsburgh Press 1971

v




Journal of Physical Education,
Recrar*ion and Dance
November/i acamber, 1985,
pp. 52-55.

21. ALL MY GRANDMOTHERS COULD SING: AN INTERDISCIPLiNARY AND
INTERGENERATIONAL CHOREOGRAPHY

Josie Metal-Corbin
Rcger E. Foltz

“All My Grandmothers Could Sing” was an interdis-
ciplinary and intergenerarional choreographic work
that integrated original dance, music, videography,
zostume, and scenic desigi: with poetry. ~ :ring the
1984-85 academic year, faculty membere and stu-
dents from five different departments within the Uni-
versity of Necbraska at Omaha (UNO), performers
from che Omaha community and poets from across
the state of Nebraska collaborated tc create original
choreography aad music. The work incorporated
three generations of dancers interpreting selected
poem: from a collection of poetry, A/ My Grand-
mot.iers Could Sing, by Neb.askan women.

Fculty members on a university urban-commuting
campus, such as the University of Nebraska a:
Omaha, tend to work in isotation. They do not reach
out to conrect with other disciplines. The interde-
partmental cooperation that flowered in “All My
Grandmothers Could Sing™ began with 2 similar
1983-84 work, “Au Jardin Zoologique,” which 1n-
tergra.cd dance, music, video, and the environment of
the Henry Doorly Zoo of Omaha. Thi. zoo project
was composer W. Kenton Bales' and choreographer
Josie Metal-Corbin’s first venture into dance and
origina. music for video and only the second vide-
odance project for videographer Bill Scollon. As a
resv.: of this first collaborative effort, we devised a
checklist for future interdisciplinary work, and as ““All
My Grandmothers Could Sing™ began to evolve, these
guidelines proved to be quite helpful.

1. Involve all directors and artistic personnel dur-
ing the conceptual phases of the project.

2. Discuss each collaborator’s expectations for
the final product.

3. Gain a working knowledge of each other’s
discipline. Become acquainted with tue language
of each area.

4. Plot a imetable immediately to allow time tor
the creative process, the rehearsals, the videotap-
1ng, and the postproduction phas.s.

5 Acquaint dancers, musicians, technicians, and
video crew with all facers of the project so that
they can handle the inevitable changes and artis-
tic compromises tiia. occur in a collaborative
work.

6. Expect the unexpected. Be organized, be pre-
pared, but above all be flexible.

The interdisciplinary and intergenc.  .al work,
“All My Grandmothers Could Sing,” :ncluded the
authors Carol Petersen (poet, College of Business Ad-
ministration), Janet Sussman (costume designer, Dra-
matic Arts), Denise Braay (poetry typesetting, Finc
Arts Press), Michael Brooks (scenic designer, Dra-
matic Arts), as wel! as off-campus member Bill Scol-
lon (videographer, KETV Tele ision). This work was
premiered at the University's “pring Dance Concert
by “The M.ving Company,” a performing modern
dance troupe for students under the auspices of the
School of Health, Physical Education, and Recrea-
tion. In addition to threc performances at “The Moy -
ing Company™ concert, a videotape of the work
~pened the Senior Citizens' Celebration Davs, cos-
ponsored by UNO's Gerontology Program and the
Easten Nebraska Office on Aging.

INTEGRATION OF POETRY

Creating a work reflecring Nebraska or the Great
Plai.is region was a decision made during the project’s
developmental phase. Shortly thereafter the choreog-
rapher discovered a recently published collect on of
poems by Nebraskan wounen, A/ My Grandmathers
Could Sing. ©dited by Judith Sornberger (. 782, the
poctry collection caprures Nebraskan women s exper-
iences from pioncer days to the present.




Integrating dance with this poetry required that the
choreography be structured to harmonize with the
meaning of the poetry so that the observer would not
be confused by conflicting stimuli.

Elizabeth Hayes cites three approaches to a collab-
oration of this nature. (1) The words may preface the
choreographic work, setting the mood or stating the
purpose of the dance. (2) The spoken word may be
incorporated within the dance by having the dancers
speak the words or by having a choral group or reader
read the poetry. (3) Words and the dance may be
presented simultaneously or alternately. This project
sought to enhance both dance and p =try without
sacrificing the artistic independence of either one of
these elements.

Before proceeding with the project, we sought per-
mission t> use the poems from both the publisher and
the individual poets. Permission was needed not only
for reading the poems during the live performance,
but also for the videotape ar.d for a special commemo-
rative printing of the pcetry by the University’s Fine
Atrts Press.

WORK WITH THE COMPOSER

Having made the decision to connect dance to 2 :eries
of poems, the choreographer's next step was to decide
on the music for the piece. Often, 2 choreographer
chooses to use existing music, as it is easier simply to
seek out pieces that suggest the mood of the work and
then tape those selections. The choreographer may
then address other aesthetic and technical aspects of
the project. In this instance, however, the chorecgra-
pher believed that the vivid poetic imagery required
original music to capture the special mcods evoked by
each poem.

At this point the authors, having agreed to tl..
possibility of a collaboration, stndied the voetry indi-
vidually, 12-onvening later to exchange ideas on the
project’s potential. The following improvisational ses-
sion, in which the authors experimented with varivus
musical ideas ard movement phrases. proved to be a
Li.armonious way to work out compromises in the cre-
auve process. Thus chey were able to commit .hem-
selves to biweekly meetings five months before the
premiere of the work to asiure that they shared a

“All My Grandmothers Could Sing"—combining dance, poctry, and music—provided . unique vpportunity i.
include older people in a formal dance performance.
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Collaborative efforts created new understandings of other arts and other generations.

common vision for each poem, that the music sug-
gested movement conducie to dance, and to assure
that the tempos and tinungs were poswible for the
dancers. Cabsequent sessions enhanced the spint of
collaborat:on between the choreographer and com-
poser. Planning and agreeing upon methods of work
i advance prevented last minute dance and score
alterauons which often take place duning the stress of
the final rehearsal week.

FUNDING

As th. project began to unfold, 1t became apparent
that wunding would need to be addressed Since * The
Moving Companv™ operates cn a modest budget,
funding was sought from several sources within the
university, aad from the Omaha community and the
state. unding was granted from the Uanersiy Com-
mittee on Rescarch for a videographer, a music cops -
ist, a photographer, . costume construction supeni-
sor, and a scemic (iew member. The Committee also
financed costume fabric, music copsing supplies, tine
arts press printing supplies, scenic construction mate-
nals, and production cxpenses for a professional sound
recording of the musical score.

Senices ranging from secretanal support to facult
mvolvement came from the Schoot ot Health, Phys-
al Education ard Recreation, Department of Musi,
Depsrtment of Dramaue Arts, Universit Television,
and the Fine Arts Press The College of Fducation
and the College ot Fine Arts supported honoraria for
the performing musivians and UNO’s Gerontology
Pregram assisted with the videotaping. The Nebraska
Arts Council awarded a num-grant to fund ‘he com-
poser’s work

The project’s patchwork funding willed for
mo ind of paperwork by the choreographer and com
poser. The process, howeve- frustrating, promotad the
project by bringing 1t to the attention of more people
These efforts uncoveied additional ideas, in-kind ser-
vices, and other avenues of finanaal support

INTERGENERATIONAL PERFORMERS

Although Amernican society does not hold high expec-
tations for he older performer, three generatons o
performers ranging 10 age from 18 to 83 vears trans
lated their experience and the wisdom of the aged
nto a vibrang, creative work

Choreography for the concert stage, tradinondlly
designed o exhibit professionally traned dancers,
should not be himite 1 to the few chite performers The
creative «nd exoressive powers of modern dance can
provide an emvironment tarough which people of i
ages can probe memories and present teelings. As
Missinne and Lorensen (1982 have obsenved, dl
though older people sutter decreasing strength, eneryg
level, and sensory power, they bring the sttt of weeu
—wlated expenience and knowledge of the world and
of themselves to a work of art “Potr atialls, they have
te most to sav about what it means to be human
While older people niav engage in recreational tolk,
soual, square, or ballroons dance, only a tew progranis
include them tn a .o mal pestormance

Obsenvers heve noted that choreographers and
audiences giving anprecedented emphases to the con,
penitive aspect ot dance, are demanding more techini
cal wirtaosity from pertormers  The tocus on the

dancer as a techniaian retlects a narrow view of dance
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art and affords to only a few the privilege of perform-
ing. “All My Grandmothers Could Sing” took a
broader view of dance. It attempted to discover the
technical as well as expressive movement potential of
the older dancer and to develop choreography that did
not compromise the art, but rather expanded the
scope of performance. By choreographic design, this
project used gestures and natural movements of older
adult performers as a basis .or parts of the choreo-
graphic structure and dev~lcpment.

The intergenerationa: toreography provided both
the performers and the audience an opportunity to
view one another as individuals, rather than in age-
defined categories of ‘“under 30” or “over 65.” It
created an environment suitable for observing, discov-
ering, and appreciating the special contributions of
each age to the project.

VIDEOTAPE PRODUCTION

As planning for “All My Grandmothers Could Sing”
progressed, the videographer began to attend rehears-
als and to design the videotape which was shot during
the final rehearsal week. The special qualitics of the
video—close-ups, juxtapositions of im.ges, and slow
motion—enabled the videographer to experiment
with a new perspective on the dance. Follow shots,
posterization, and other video digital effects were in-
teorated into the final editing.

To prepare for the video production, the composer
conducted a recording ac a professional studio with
the flutist, clarinetist, harpist, and pianist. This tape
provided not only the soundtrack for the videctape
but also an accurate musical score at technical re-
hearsals until musicians were incorporated into the
work.

Because the budget permitted only two rehearsals
with the musicians, the dancers and musicians did not
perform together until the final dress rehearsal. Fortu-
nately the dancers had to adjust cnly to minor tempo
alterations.

Often dancers do n 't have the luxury of working in
finished costumes and with a completed set before
technical rehearsals. Advance planning minimized
these last-minute complications, as the costume de-
signer and the scenic and lighting designer had spent
time with ..o choreographer during the conceptual
stages of the work. The poetry also was inserted dur-
ing this technical week. The transitions from poetry
to dance to poetry throughout the work were crtical
to keep the piece connectea and flowing. A distin-
guished arca actress from the Omuha Coramunity
Playhouse, with fifty years of acting experience, incor-
porated the poetry easily into the total work.
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LEARNING COLLABORATIVELY

The authors’ cxperience with other artistic projects
taught them that creators of art ars not neccssarily the
most objective evaluators of their own efforts. Thus
they were persuaded that outside evaluators should be
secured to analyze the overall artistic merit of the
project. But just as the creators of the art work are not
always reliable critics, neither are friends and col-
leagues. The choreographer and composer therefore
asked representatives from the arts community to
evaiuate the concert performance of “All My Grand-
mothers Could Sing.” The critics used adjudication
criteria forms adapted from one developed by the
Educational Testing Service and used by the dance
component of the National Arts Award in !980.

On a ] to 5 scale (5 is highest achievement), the
panel gave the production 4.75. They agreed that the
many facets of the production came together as a
single artistic statement. They suggested further
“tightening,” and .ome of their ideas were incorpo-
rated in the videotape editing and postproduction.

Over 600 people viewed “The Moving Company ™
performances and about 250 saw the viicotape at the
Senior Citizens' Celebration D.ys. Broadcast twice on
“Omaha Weekly,” a magazine show on the univer-
sity’s educational channel, and cablecast three times
during the summer and fall of 1985 on the local cable
channel, the taj : helped increase the number of indi-
viduals able to experience “All My Grandmothers
Could Sing™ to an estimated 30,000. In a metropoli-
tan area of under 500,000, an audience of 30,000 1s
significant {or an artistic event such as this.

Performers indicated that “All My Grandmothers
Could Sing,” a success on another dimension,
brought together 30 individuals, many of whom did
not know one 2nothe; This endeavor stimulated a
decper understanding of other disciplines and a re-
spect for the older performer.

The meetings, time, funding, and frustrauons all
take a heavy toll in such an urdertaking, but the
benefits of throwing oneself 1nto areas previously not
visited is rewarding and enriching. Both the in-
tergencrational and interdisciphnary aspects of the ex-
perience enable one no. only to develop new under-
standings of other arts and other generations, but to
gain new nsights into self and art.
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22. DAMCE IN A COLLEGE TELEVISION STI!DIO

Nelson D. Neal

Choreagraphing, prod.cing, and directing dance in a
college or university television studio is quite different
from a “normal” college dance concert or from the
elaborate “Dance In America” productions aired on
PBS. A few of the problems that may arise and their
resolutions are examined here to help the choreogra-
pher who wants to take on the challenge of a produc-
tion in a college television studio.

INTERPRETING DANCE FOR TEL!-VISION

The choreographer and the television director must
arrive at a performance interpretation of the selected
dance or dances. Who chooses the interpretation? Do
both parties contribute equally to these decision r
are there conditions where one party supersedes e
interpretation determines sv. h things as how maay
dancers will be on camera at any given time; when a
group or a soloist will be on camera; when the action
Alls for closeups or long shots; and when the action
uld be viewed from the sides rather than straight

m the front.

In the theater these points are less important be-
cause the audience is stationary and sees the dance
from only one angle. Also, the audience can look at
any or all parts of the dance, even if three different
things are happening at the same time. When watch-
‘ng dance on television the audience may only view
that part of the dance that the camera is show:ng. If
the television director can have some knowledge of
the dance and if he can be exposed to some of the
re..earsals bei~re the gicup comes to the television
stuc.3, the interpretation of the dance will be some-
what easier.

When deciding which dancers should be on cam-
era, the choreographer will know who carries the
action or conveys the essence of the dance and should
mzke the necessary decisions so the dance flows
smoothly. The television director will know which
methods to use, closeups, shots from the side, or long
shots and those aspects rhat will best kee = viewer's
attention. Both choreogragher ard diic..or should
know something of :he other’s profession so they can

work together with a better undeistanding for the
total production.

THE ROLE OF THE CAMERA

Anothe: question regarding interpretation is the role
of the camera. Is the camera to be a participant in the
dance, or a mere recorder of events? If the latter is the
case then the camera(s) will probably be stationary
and only the head of the camera will move, pan, to
follow the action. Unless the dance 1s a solo, the shots
will mostly be long shots to cover all of the action that
takes place throughout the production. This may
cause the dance to lose its appeal as a stage piece and
some of its three-dimensionality when viewsd on the
television screen.

If the camera is used to its full potendial, it can
merge with the dance, not for special effects, but to
keep the dance 25 alive on th~ television screen as it
would have beer on the stage. For example, when a
dancer leaps across che procenium stage, the audience
can easily see the heigl.. he/she attains in relation to
the other dancers, props, o: curtains. To enhance
these leaps on television the caine:a should view the
daacer from below stage level te give the necessary
illusion of leaping high (Figure 1\). A camera shot
from above the stage allows more stage arca to be seen
but any aerial movements will look flat (Figure 1B).
Unfortunately most college television studios do not
nave a pit, like an orchestra pit, in which to set the
cameras. The next best thing is o pedestal down and
lower the camera. By viewing the dancer at eye level
any aerial movements will look better than they would
if viewed from above.

SIMULATING THE TELEVISION STUDIO

The amount of cpace for dancing is another problem.
Mar; college darce companies pracuace in studios
that are s.naller than their performance areas. Chore-
ographers and dai..ers have become accustomed to
dancing to the wall knowing they must be prepared to
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Figure 14. A camera angle from below stage level give,
the tllusion of great height while the dancc~ leaps across
the stage.

fi'l the concert stage. The opposite is true when pre-
paring for a television production, the space will prob-
ablv be smaller than the dance studio. To prepare for
th. smaller space, secure the measurements of the
television studio and figure how much space each
camera will need for its movement when viewing the
dance (Figur: 2). Mark off the same space in the
dance swdio and the positions of the cameras so
chairs or other objects may be placed in those posi-
tions. This will help prepare the dancers for the pro-
duction space and they will feel more comfortable
when they dance in the television studio.

Be sure the #ancers understand that the hines show
not only where the walls are but the camera’s field of
view. T).e camera’s field of view is in the shape of a
triangle w.th the point at the lens of the camera and
the base farthest away from the camera (Figure 3).
This is exactly opposite of the proscenium stage
where the widest area is downstage and the narrowest
is upstage. Dancers must keep their a.ms, bodies, and
heads, ay well as their feet, inside the lines or the
camera will only view part of their body.'

Dancers also need to know that if the television
crew says move right or left they are referring .o the
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Figure 1B. A camera angle from above stage level
makes any aerial movement look flat or low.

camera’s right or left, not the dancer’s. This 15 a
minor point but it makes a big d.fterence on camera if
the dancer moves the wrong way and ends up out v/’
the picture.

With a limited amount of space the daocers may
have to minimize some portions of the dance. Leaps
may have to be shorter «nd lower and movements that
carty the dancer acros- -he stage may have to move
along the diagonal. If th dance called for 14 dancers
and rhe space dictates 12 dancers the choreographer
will need to make some changes, especially if the
dance is being reconstruct 1 for television, rather
than a new piece specifically ¢! .eographed for tele-
vision.

The choreographer may find that just as the num-
ber of dancers had to be decreased the dance may
have to be scaled down for the small television studic.
One large circle may have to be two smaller circles, or
one long line may have to be tv.0 or three short lines.
Hopefully the cloreographic form will not have to be
altered. The choreographer need not worry about the
dance appearing small, scaled down, ur minimal be-
cause of the nature of television. On television even

RS
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Figur: 2. The television studio space here would be marked off in
the dance studio. The area inside the dotted line is the dance space,
with the positions of the props marked. The V" shaped lines coming

Srom the cameras illu.trate the camera’s field of view.

the smallest mevements and gestures can seem large
because of the zoom lenses on the ca.aeras.

The camera will also pick up all traces of self-
conscious movement, the head shaking or a hand
pushing ¢* . hair out of the eyes, that are not planr..d
or choreographed.? These movements that may not
show up on the stage will be‘captured by the car -a
for 2l the viewers to see.

There will most likely be a monitor in the studio,
and the dancers will be able to see themselves during
the perform: nce. The dancers must learn 1ot to move
their eyes toward the monitor during production, be-
cause the camera will pick this small move-1ent up.

If props are used they will take up some of the
dance space and, therefore, should be kept small. The
camera optics will make the props appear large.

CHOOSING DANCE COSTUMES

The costumes for the dance should be chosen care
fully. The colors, if there are more ‘han one, of each
costume should not have too much contrast. If a
costume is half black and half white thz contrast
between these two colors is so great that the camera
will not be able to keep a clear image. The reason for
this is due to the amount of light reflected by the
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Figure 3. 4 camera with a zoom lens range of
10.1 can cover an arew 15 feet wide from a
distance of 20 feet. Downstage would be near-
est the camera where the space is narrow. This
is just the opposite on a proscentum stage where
the downstage area is wide. (Taken from
Television Production Handbook, Herbert
Zettl, 1976.)

difterent colors. Trr to choose colors that blend to-
gether ratner than those that clush or coutrast too
heavily. The iighting technician or the director can

advise on the color contrast ratio so this p-oblem .nay
be avoided.

REHEARSAL TIME

The amount of time the dancers can spend in the
television studio for rehearsal and productivn will be
limited. Your company probably has a set rehearsal
time but the college television studio may not be
available at the same hour. Many college dance cum-
panies have evening rehearsals, but the people who
run the college television studio, the electricians and
technicians, are probably nine to five workers who
would have to be paid extra for late night rehearsals, if
they can come at all. You may find that 45 minutes
here and 30 minutes there is the best you can do.
Rehearsal and production time become extremely
valuab.e in the studio. It will help if the lighting can
be set before the dancers come so only minor adjust-
ments would hav~ to be made prior to the videotaping
of the production. Bear in mind that spedial lighting
e.rects may not work in the college studio. If the light
level is not bright enough for the camera to pick up a
."car image, the lines of .he dancers’s body will not be




sharp and the dance will not luok good no matter how
well it is danced. You can now understand why the
rchearsal in the dance studio simulating the television
studio space and camera positions is so important.

To save time have the camera crew, who will prob-
ably be students from a television production class,
come to your rehearsals so they can become famihar
with the dance or dances. This allows the crew an
upportunity to prepare to follow the action with the
camera. It is difficult enough for a nonprofess- 1al
camera crew to follow quick movements they are fa-
miliar with, let alone something they have never seen
before. To aid the student canera crew at your re-
hearsal cut a hole in a piece of paper so they can view
the dance as they would see it on th? camera
viewfinder. After the tclevision director and the chor-
eographer have figured out a preliminary script, tell-
ing which camera is on at what time, they shouid give
this information to each camera operator to study.
This will give the crew a better feel for the flow of the
dance and their role in the production.

Since the camera crew can concentrate on their
shots, the director and the choreographer have more
time to spend with the technical director, the person
who works the console that switches shots from one
camera to another. The technical director, a major or
graduate student in television, can only practice the
switching techniques in the television control room.
Any changes that the director or choreographer feels
need to be made in the switching techniques can be
tried during subsequent videotapings. All of this al-
lows for more efficient use of time while the dancers
are in the television studio. Anything that can be
donc to reduce the studio rehearsal time will allow

more time to videotape the production and gt the
best possible results.

PREPARING FOR THE UNEXPECTED

There are some problems that catch you unprepared.
For example, the production crew has practiced with
three cameras for the dance but a few days hefore thz
production one camera breaks down and can not be
repaired. Many camera shots will have to be changed
before the dance can be videotaped. Where there were
three cameras with minimal movement th~rc will be
two cameras that have to be moved freques ly (Figure
4). The script must be rewritten so the “elevison di-
rector can tell the technical director the new order for
switching cameras. Because of the careful preplanning
the productions will still be a success. This or any
unexpected problem that may arise is a good learning
experience for the students of the television class as
well as the dancers and the choreographer.

A lot of work is involved in any dance production
but because of the technical equipment involved in a
television production more preparation time is neces-
sary. The more time the choreographer and dancers
have to become familiar with the workings of tele-
visicn and the television crew has to become familiar
with the dance, the better the chances are for success-
ful rehearsals and productions in the college television
studio.

'Grossman, Peter V., “Talking with Merce Cunmingham About
Video.” Dance Scope, Vol 13, No. 2 & 3. 1979, p. 58.

*Neal, Nelson D., “Early Televison Dance,” Dance Seope, Vol
13, No. 2 & 3.1979, p. 53
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Figure 4. The different camera positions
that might be used for a production are
illustrated Yere. With only two cameras

working, one camera would have to cover
positions IR, I, and 2 while the other
camera would have to cover positions 2, 3,
and 3L. Note that R and L refer to the
right and left of the -amera, not the dancer.
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The education of the au. .nce is a vital factor in the Jevelopment of goals for dance. Aesthetic awareness and skilled
viewsng can be taught, so that instead of adopting someone else’s impression of a dan.c concert, the individual can
percerve, analyze, and evaiuate performance and thus experience ar active interacticn with the art form
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SECTION VI

PATHWAYS FOR PERCEIVING, EX; .MINING, AND
EXPRESSING: ANALYSIS AND CRITICISM

Audiences often have difficulty finding an entrance point from which an understanding and appre.iction
for dance can proceed. This perennial dilemma still captures the attention of dance educators. Focusing
on the central issues of vicwing the dance performance, we have come to understand that aesthetic
awareness and skilled viewing can be taught. Instead of adopting some one else’s impression of the
dance, sequential experiences in perceiving, analyzing, and evaluating support an active, individual
interaction with the art form.

The need to participate fully in the art experience, involving one's ability to think critically, is the
decisive issue addressed by these authors. Understanding the aesthetic premises for a dance involves the
separation of the choreogranhy from its interpretation by a company or a dance  which makes possible
the identification of important features of style within the work and within the genre of dance. The
content of the dance is differentiated from the formal properties of composition. This form of criticai
thinking empowers the audience member to see vividly, analyze perceptively, understand pzrsonally, and
appreciate openly.

These writers have illuminated the relevant domains of perception that the auaience member exper
iences. Thus is emphasized how the iudience comes to learn how to identify experience as a personal
interaction with life, for perception involves interaction with past knowledge. The analysis of aesthetic
experience culminates in a process of valuing. It is at this point the the trained viewer, the aitic, suzps
into the picture. Understanding the role of the critic in the impress of the Jance on the mind, the
building of lasting images, is an important layer in the total dance experience. [ ultimate concern is the
en ichment of the audience’s experiences in dance.

It is this concern which marks a turning point during this era of writing, one that acknowledged and
en.braced the education of the audience as a vital factor in the development of goals for dance. Focused |
directly 170n the dance work as a movement tex:, with the dance work as the product of a choreo
graphic investigation, writers addresse.] this topic from various vantage points. Each of the authors in
this collection transcended philoscphi.al discussion, pointing toward a practical interchange of the
principles applicable to all levels of dance education.
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23. A DEFINITION OF DANCE CRITICiC

Suzanne Shelton

Dance criticism is a misunderstood art. Everyone has
a version of what 2 dance critic should be. publidist,
cheerleader, litterateur, adviser, consumer guide. Eve
ryane has his own favurite myth. dance critics are
frastrated dancers, dance critics are power brokers,
dance critics are parasites on the dance community.
Even dance critics misunderstand themseives. Theirs
is a profession in search of an identity, an art form
that is constan ..y redefining itself.

Any definition of dance criticism must begin with
its hybrid nature. Fundamentally, dance criticism is a

lcnd of perception, analysis, and expression. It re-
quires equal pzrts seeing, understanding, and commu-
nicating. Above all, it is a participatory art in which
the seer interacts with the scea.

An essetin] requirement for dance criticism is an
acute and 1 .ly eye. Visual perception is a skii] devel-
oped over time. Dance critics m 1st work to hone their
perceiving eye, learning to distinguish minute grada-
tions in weight, and subtle shifts in space, time, and
dynamics. Critics must develop a visual memory and
accurate observation, i™portant tools in an ait form as
ephemeral as dance. Deborah Jowitt, a r~ted critic
and teacher, sometimes asks her students to minutely
observe and recuunt z particular movement episode or
to maintain a daily diary of recorded perceptions. She
has been known to ask a group of critics simply to
write a detailed description of t. » room in which they
are meeting, relishing the widely varied results which
always demonstrate that perception, even of the same
object, is essentially subjective. This subjectiviry of
perception is dance criticism's strength. The finest
practitioncrs of the art tnvite the reader into their own
perceptual processes. The 1eader enjoys the interplay
of dance movement and the critical mind. The richer
the movement and rhe livelier the recording mind, th.e
more stimulating the dance criticism is apt to be.

In addition to keen perception, a secoa? require
ment for dance criticism is analytical skill. A dance
critic’s subjec is movement, he or she must know of
what movement is made. Eacn critic finds of fashions
his or her owr analytical apparatus. For ex.mple,
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Marcia B. Sicgel, a distinguished wance wntel, has
veen trained in the Effort Shape system of movement
analysis. Because she can identify minute gradations
of force, subdivisions of time, and the n.utable proper-
ties of space, she can pinpoint exactly what happens
in a2 movement sequence. Other critics rely on a
knowledge of particuiar dance techniquer, kingsiol-
ogy, or other movement theories, but some grasp of
the component varts of the mevement is essential.

Putting analytical skills to work, a critic learns to
separate the componer ¢s of a dance experience. For
example, through famuliarity with a given work of
choreography & critic can appreciate the ways in
which ind’ 4" (- “ormarce alter a dance. A classi-
cal ballet w.... as Swan Lake can be perceived as a
rcomy house through whicli a dancer moves, adding
personal touches, sometimes even ~zarranging the fur-
niture. The “house’ more or less remains the same,
though any renovatiun sparks reams of critical c¢ m-
ment. In the case of contemporary dance, the analyti-
cal ground shifts. Most cortemporary dance :mpka-
sizes process over produc: snd the critic may be
reqi ‘red to evaluate a cow.tantly changing quantity,
both in terms of choreography and performance. The
critic must be ready to meet cach dance on its own
terms and to appiy anzlyucul skills fairly a. 1 intelli-
gently.

In many ways, ths analydcal skills required of a
dance -tic are an.Jogous o those of an anthropulo
gist. E  Jdance encounter is a foray into a distinct
world w.ih its own language, custo , and logi.. And
like anthropologists, Jance critics rust be awar:
they are et another elem. * '~ the danwe eveat. In
other words, they must wa thems. .. watching
the dance. For example, as a «ritic watcnes the balle.
Giselle, he or she must try to per.cive and analyze
what is happening onstage, v L. is the story at work,
how is it being expressed, what movement clues pre
.1de informatio... Groping froru perception 0 analy
sis, critics must also monitor their biasts and perezp
tions. Is the critic unconvinced of Giselle’s sincenty




because twentieth centrzy eyes simply canrot cor.
pute a woman fleeing a man, yet leaving a hand
trailing behind for him to grasp? Biases are usually
even subtler, and the critic’s job is to recogni.e, but
not necessarily remo: ¢, them. In this way, dance crit;
cism is as much an act of self-discovery as it is a dance
discovery.

Once a dance critic has sharpened his or her
perceptual and analytical skills, he or she must then
be able "o cominunizate, usually through writing. A
good wi.ter is not necessarily a good dance writer.
The skills required include a keen sense of rhythm, a
rich vocabulary of action words, a knowledge of tech-
nical language tempered by judgment, and the ability
to translate a four-dimensional art form into linear
prose. Dry, stilted, or leaden prose addressed to dance
seems a contradiction in terms. Among the most til-
ented communicators in the profession are Laura Sha-
piro, who manages to maintain the bright stylistc
veneer favored by Newsweet while orchestrating a
deep and rich confluence of thinking underneath;
Deborah Jowitt, whose warn. and expansive writing in
The Village Voice contains the most accurate move-
ment description found; Arlene Croce of The New
Yorker, whose pristine castles of prose are as fascinat-
ing as the subjects they address; Marcia B. Siegel, wino
writes clearly, with subtlety and style while probing
the truth of an issue; Joon Ross Acocella, who has
brainpower to spare and leads her Dancemagazine
reader through a gay and witty romp.

The practice of dance criticism is never as neat as
its theories. The pressures are real, the issues some-
times clo-ided, the decisions difficult to make. One
key deci. on critics must make is to whom or for

ERIC

Aruitoxt provided by Eic:

85

whom they are writing. Some critics aspire to sene as
a second pair of eyes for their readers. Others want to
serve the dance community. Still others (and these are
often found in daily newspapers) see hemselves as
consumer guides, there to advise readers how to spend
their entertainment dollar. Yet others envision them-
selves as power brokers, promoting this or that career
or company, influencing institutional policies, ap-
pending themselves to the economic apparatus sur-
rounding the arts.

Theories about dance criticism also pale when
working conditions are less than ideal. Today most
American dance critics are underpaid, overedited, and
underemployed. An extra burden is borne by those
critics who work in areas where dance events are few
and frequently mediocre; it is difficult to sharpen
one’s skills on a scarce or shoddy product.

In spite of the difficulties, darce criticism is defin-
ing itself as a profession and an art. American critics,
mindful of dance criticism tradition fostered by such
writers as John Martin and Edwin Denby, joined in
the early 1970s to found a national Dance Critics
Association which offers important opportunities for
dance critic education. Anthologies of writing by
American dance critics have been published. A few
American universities now offer dance criticism in
their curricula.

Why, one might ask, does anyone want to see dance
filtered through another mind? n other words, are
dance critics really necessary? The answer is an eye
more skilled and a mind more fertile can be capable of
prolonging the moment of dance for the enjoyment
and enlighten: :nt of others.

37




-

Journal of Physical Education,
Racreation and Dance, March,
1987, pp. 62-66.

24. AN AESTHETIC FRAMEWORK FOR DANGE

Chrystelle Trump Bond

Although there are exceptions, ir gcneral dancers,
choreographers, teach:rs and dance critics are knowl-
edgeable in applied dance and dance theory, and aes-
theticiaas are knowledgeabie in aesthetic theory. One
group does not speak the language of the other and
vice versa, resulting in less than desirable communica-
tion between these vital sections of the dance commu-
nity. This article is based on the premise that a blend
of knowledge in dance and aesthetic theory is not only
desirable but essential to the effectiveness of dancers,
teachers, choreographers, critics, and aesthcticians.

A second premise is that a knowledge of aesthetic
concepts and an application of these concepts to pro-
cesscs of perception, analysis, and evaluation of a
dance performance, should be placed within a histori-
cal and cultural context. As seen within this context,
the evolution of dance aesthetics provides evidence for
aesthetic differences between a variety of dance styles.

THE AESTHETIC EXPERIENCE

The aesthetic experience of watching a darce
performance is a two-phase process. The first phase is
internal—observing how the dancers make body
shapes while carving rhythmic and spatiai patterns on
the floor in group relationships with other dancers. It
is thrilling to see the .tructure and the function of the
dance unfold as the dancers bring the work to life. By
being open to the movemeat experience, and looking
at and responding to the movement, the dance can be
experienced kinesthetically, .isually, emotionally, and
aurally.

The second phase is external —the inner experience
o, the obsenver is analyzed, translated, and verbalized
into an articulated aesthetic framework. Aesthetic
concepts provide tools to perceive the movement, ana-
lyze what actually happened, communicate the re
sponse, and organize the details by which value judg-
ments of the performance can be made.

What is an aesthetic experience? According . the
late John Martin, former dance critic of «ne New
York Times, an aesthetic experience is when the art

work “does something to you™ (Rothschils, 1968, p.
40). It was his content.on that an aesthetic experience
usually is associated with perceiving beauty. Martin's
definition of beauty is, “Beauty is something that
happens in you when your requirements of form have
been satisfied” (Rothschild, 1968, p. 39).

Can all dance be perceived in the same way? Can
aesthetic criteria be appropriate for ballet, modern
dance, and jazz? According to Selma Jeanne Cohen,

. thinking that all dance can be perceived
in the same way, that standards of right and
wrong are identical for all dances, even when
their utterly distinctive styles should warn the
observer that similarly distinctive criteria may be
in order. Because such a straitjacket approach
tends to lead to the dismissal of whatever does
not fit the predetermined formula, it cluses the
eyes to many delights (Cohen, 1982, pp. vii-viii).

This dismissal can be exemplified by the ballet dancer
turning her nose up at work of Martha Graham, or a
Graham disciple calling all ballet elitist and decadent.

FORM AND CONTENT

The following definitions of aesthetic concepts and
aesthetic -riteria can be used to form rational value
judgments:

Dance 1s human movement whick is designed in
time, .pace, and quality of motion. The medium and
substance of dance 1s movement. The artistic instru-
ment of dance is the human body.

Dance is a fine art when the primary function of
dance is for the theatrical entertainmeni and, or benefit
of an audience. Dance is a folk art when the primary
function of dance is for self-entertainment and. <.
benefit of the performer. The folk art of dance and
the fine art of dance are extreme points along a con-
tinuum inv.uding dance events that are combinations
of entertainmen. and benefits for both performer and
audience in varying degrees. Throughout the histori-
cal and cultural development of dance, there appears
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to be an on-going revitalizing exchange between the
folk art of dance and the fine art of dance.

The form of dance is the structure of the dance— the
house in which the dance lfves. Form is the external
structure which organizes the dance. Some examples
are: the three-pai* form, ABA; the multiple rondo
form, ABACAD+coda; the narrative form which
takes its organization from the development of char-
acterization and dramatic plot; or the dance suite
form which combines and contrasts two or more simi-
lar but different dances which work organically as a
compound unit.

The form of dance is determined b; the function of
the dance as deemed by the choreggrapher’s approach.
The function of dance is its raison d’etre. Based on
the premise emotion evokes motion and motion
evokes etnotion, the choreographer may select to ap-
proach the dance emphasizing primarily the emo-
tional/character/dramatic content. Or the choreogra-
pher may select to emphasize primarily the motion-
pure movement content.

Regardless of which emphasis the choreographer
selects to use, there will always be a blend of the
emotional and the pure movement design because of
the very nature of dance. With the human body as the
artistic instrument, there will always be emotional
overtones even in the most conscientious attempt for
pure movement design. And vice versa, in the n..st
conscientious attempt to do only emotional content,
the artistic instrument will always be creating designs
in a three-dimensional medium of time, space, and
quality of motion.

Form follows function i< an underlying aesthetic
principle of the definitions stated above. Form also
includes the internal structure of the dance, which can
include thz general ways a choreographer chooses to
organize his or her (1) movement materials (theme,
manipulation, development), (2) variations of the
movement materials, and (3) abstraction of gesture
and/or natural human movement stripping it down to
its basic ingredients. There are other ways of organiz-
ing, such as task orientations as used by post-modern
dancers, and chance methods as exemplified in some
of Merce Cunningham’s works. Cunningham and the
post-moderns rebelled against theme, abstraction, ma-
nipulation, and development as the only ways of or-
ganzing structures. They also rebelled against func-
tions and coatent for dance used by artists Martha
Graham and Doris Humphrey (among others), result-
ing in the creation of a new aesthetic.

Through the process of abstraction one can achic-e
symbolism and meaning through gestures, rituals, ar-
chetypical characters, and myths. Abstraction plays a
part of the creative process in which a choreographer
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improvises with natural gestures and locomotive pat-
terns used in everyday lkfe—the signs of character,
feelings, and emotions in the real world. Then, by
abstraction or alterations of movement, the choreog-
rapher gives the everyday movement a more percev-
able shape in space, time, and quality. By the very act
of distortion, elongation, condensation, and expansion
the movements can be eshanced, intensified, and styl-
ized. Abstraction transtorms pedestrian movement
into symbolic movement creating an aesthetic 1llusion.
The abstracted movement, transformed into an aes-
thetic object, is based in reality, but belongs in the
nonreal world of illusion on the theatrical stage.
Content is defined as the subject matter and mean-
ing of the dance. One dance can have the content of
movement design for the sake of movement—there
being no meaning beyond the movement itself; 1t 1s
meant to be enjoyed for its own sake without a story
line. Another dance caa have the content of a certain
mood and/or emotion with a character expressing
attitudes and feelings as a dramatic plot unfolds.

STYLE

Style refers to the personal treatment of form as mani-
fested in the dancer’s style, the choreographer’s style,
the ethnic/national style, and in the stylization such
as the ballet, jazz, or modern dance. The aesthetic
concept of style is based on the premise suggested by
Cohen that there should be distinctive criteria for
distinctive styles to avoid the straitjacket approach.
Application of an aesthetic criteria to a dance
performance also necessitates being knowledgeable of
aesthetic differences between a variety of dance styles
within a historical, cultural context.

For example, classical ballet reflects cultural values
of western Europe between the sixteenth and nine-
teenth centuries. The roots of ballet were formulated
in court dances of the Renaissance and Romantic
ballet reflected the impact Romanticism had on dance
and other arts in the nineteenth century. By contrast,
the American modern dance reflects Amenican cul-
tural values during the twentieth century.

The aesthetic beauty of classical ballet, with its set
code of steps, set rules of execution, pointe shoes,
lightuess, denial of gravity, and regal elegance, are
manifestations of the lifes*yles of kings and queens 1n
European monarchies from the Renaissance through
Romantic periods. During the Renaissance in Europe,
there was a rebiith of interest in the classical arts of
ancient Greece during its golden age 1n fifth century
B.C. Classical ballet developed out of the Apollonian
aesthetic concepts laid down by the ancient Greeks,
such as balarce, prop. tion, harmony, control, r~pose,
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symmetry, order, restraint, and perfection of tech-
nique. All of these became aesthetic values—what was
considered beautiful and desirable by the aristocracy
and royalty living during the Renaissance. These aes-
thetic values, which paralleled social, economic, and
political values of the time, developed into a set code
of steps and rules of deportment appropriate for the
desirable lifestyle at that time.

These codes developed into an aesthetic tradition
which evolved during the Baroque and Romantic peri-
ods. These aesthetic values became the foundation for
the development of the classical ballet training based
on a tradition which stressed regal elegance, grand
carriage, absolute controi of the body, perfection of
skill, symmetrical balance ana the idealization of the
human body. The desire to deny gravity and fly
through space was aided by the invention of the
pointe shoe which occurred whon Romanticism had
an impact on ballet during the nineteenth centu:y.
This new style demanded an artistic instrument of a
superhuman body with long torso, legs, neck, and
arms, which erhanced and displayed to best advan-
tage the long classic ballet line. This Apollonian aes-
thetic demanded a certain body type that could render
a classical ballet style clearly and beautfully, one
which could deny gravity and the body's weight, one
which could deny the stress, strain, and sweat of real-
ity. The aesthetic of ballet, therefore, is based on the

o

illusion of an extraordinary body that moves elegantly
in most unnatural ways with perfect skill and extreme
ease.

THE FLUIDITY OF AESTHETIC CONCEPTS

Style, form, and content of art change as culture
changes. At the beginning of the twentieth century,
automobiles, airplanes, telephones, elec.ricity, radios,
motion pictures, the women’s movement, and ther
social and technological changes in America reflected
a changing American lifestyle and culture. New aes-
thetic, social, political, and economic values became
part of American culture as Americans coped with life
in the fast changing world. Modern dance developed
in America in rebellion against the imported classical
ballet styl. from Europe. European classical ballet did
not meet the expressive needs of the American people
who were living through the drastic changes from
World Wa 1 to World War II. A similar rebellion
occurred in Germany resulting in the development of
German modern dance.

Isadora Duncan, Ruth St. Deais, Ted Shawn,
Martha Graham, Doris Humphrey, and Charles
Weidman were some of the trail blazers who created
an alternative to ballet that could meet the new anxie-
ties, lifestyles, and expressiva needs of Americans.
These dance pioneers \hrew away the ballet tutus,

Modern dance meets the new anxieties, lifestyles, and expressive needs of twentieth-century American.. I! frees the
bodies, spiriis, and minds of the dancers and makes dance an affirmation of self and life. (Nikolass Dance Theatre)
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The classical ballet grew owt
of the Renaissance courts and
constitutes an aesthetic based
on regal elegance, verticality,
lightness, and Appolonian
aesthetic concepts of
symmetry, order, and
harmony.

codifird steps, the traditional classical line, and re-
placed the toe sho." with bare feet in order to get in
touch with the ground and reality. They threw away
the soft flowing lyricism of ballet and replaced it with
tension filled twists and contractions of the torso.
Angular percussive movement of the limbs and synco-
pated jagged rhythms of early modern dance better
expressed the anxieties of contemporary life.

Modern dancers were more co.tcerned with the
emotion behind the steps than with the perfection of
skill while doing the steps, as previously emphas.zed
by ballet. Modern dancers gave into gravity showing
the heaviness of the body weight. Modern dancers
were not trying to show off perfection of skill and
idealization of the human body, rather they were
showing—on purpose—the imperfection of human-
kind. Modern dancers wanted to show the stress,
strain, and sweat of their art and life. Their dance
style was based on realities of life which made it new
and relevant to contemporary life. There was no fixed
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order as previously prescribed in ballet choreography
of the nineteenth century. Each modern dance chore-
ographer was free to create in his or her own individ-
ual style diciated by the emotion from witiun the self.

There was a new aesthetic, a new sense of beauty
found in what wzs formerly considered ugly. Modern
dance was gutsy and grounded in reality. Ea.ly mod-
ern dance was about things in the life of real people
who wc “ed for a living rather than based ca courtly
airs of the Penaissance, or court politics of the Ba-
roque, or enchanted swans of the Romantic periods.
Modern Jdancers based their works on the ideas of the
dance rather than the exhibition of perfect technique.
Modern dancers learned to dance frcm the inside out.
They freed bodies, spirits, and minds in their new
dance styies, which was for them an affirmation of scif

and life.

It is not « .ituation of ballet or modern dance being
right or wrong, merely difierent acsthetic values
which, in turn, creates a different sense of beauty. An
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individual may have a preference of one dance style
over the other. This is appropriate because the inher-
ent aesthetic values vary from style to style. Aesthetic
differences between classicai ballet and modern dance
must be considered when observing a dance perform-
ance, so that the appropriute aesthetic criteria can be
applied when evaluating the respective dance .tyle.
Obviously, in 1987, there are many aesthetic varia-
tions within the ballet and modern styles which both
have evolved into complex mutations by highly indi-
vidual choreographic approaches by individual artists.
The contemporary ballets choreographed by the late
George Balanchinc, Eliot Feld, Arthur Mitchell, Rob-
ert Joffrey, and Peter Martins and the modern works
by Twyla Tharp, Alvin Ailey, and Paal Taylor all have
their ovn individual aesthetic values as manifested in
their respective works.

AESTHETIC VALUES

A working knowledge of the aesthetic values of each
choreographert as well as the aesthetic values inherent
in a variety of dance styles is necessary when evaluat-
ing a dance performance. Criteria for evaluating a
dance performance in terms of the choreographer,
dancers, and artistic direcio1 should include questions
such as the following:

Choreographer

1. What was the choreographer’s approach? Was
the approach clear, rational, and consistent?

2. What were the external organization and internal
organization of the v'ork?

3. Did the form follow the funct‘on of the dance?

4. What was the content of the work and what
dance elements visualized the content of the work?

5. What was the choreographer’s individual styie
and was the choreographer consistent in style?

6. Did the choreographer make a wise choice in
casting the dancers in this work?

7. Were the movements, music, costumes, and
dancers organically unified in content, form, and
style?

8. Were . here clear and rational relationships of the
individual parts to the whole? Did one get lost in the
choreographic journey? If so, when and why?

9. Did the choreographer use symbolism and ab
straction? If so, give examples.

10. Place the choreographer within the context of
folkfine art and cultural values manifested in his or
her work.

Dancer

1. Did the dancer perform with sufficient technical
skills to bring the choreographic design to fulfillment?

2. Did the dancer perform witi: proficient musical-
ity?

y3. Did the dancer possess an appropriate artistic

instrument for the choreographic style?

4. Did the dancer possess appropriate power of
theatrical projection and stage presence?

5. Did the dancer’s performance reflect love of the
dance or love of self?

Artistic Director

1. Was the program well balanced in terms of cho-
reographic approaches, contents, forms, and styles?

2. Was there a strong opening and closing work?

3. Was the program appropriate in length and con-
tent for the audience?

4. Was it a smooth running performa- ce or were
there frequent long delays and/or technical problems
which marred the performance?

In summary, this aesthetic framework can be used
as a language for analysis and rational value judgment
of a dance performance. It can assist communication
among all members of a dance community including
the dancers, choreographers, teachers, critics, aesthe-
ticians, and members of the audience.
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25. LABAN ANALYSIS: SELECTED VIEWS ON DANCE ANALYSIS AND
APPLICATION

James Penrod

Laban anclysis is a theoretical and practical method
for sys.ematically analyzing and recording movement
quantitatively and qualitatively. The method provides
a framework from which to look objectively at move-
ment and answer such questions as who is moving,
what is the substance of the movement, where in
space, when in time, and why in perceived meaning
and context. Laban’s analytical theories and applica-
tions have been expanded since the concepts were first
introduced by choreographer and teacher Rudolf von
Laban (1879-1958) and they have been further devel-
oped by specialists in many fields. The Laban cystem’s
value to dance theory and literature has been estab-
lished and now, not unlike music, the art of dance has
its own language to document and analyze not only
dance works, but any human movement. The system’s
selected application in diverse fields of research attests
to its viability as a universal system of movement
analysis (Bartenieff, Davis, Paulay, 1970).

Labanbelieved that the artist had an innate ability
for movement observation that needed to be cultivated
