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PREFACE

This publication has been designed to aid the worker in theraped;ic ~
recreational services in guiding a dance activity for physically disabled
persons. Dances ipcluded are fairly easy to teach. They follow as closely
as possible the moves that a leg dancer would do.

I would like to thank Christopher Trowbridge who spent many hours in,
wheelchairs with me, Michelle Bechard who assisted in the choreography
of dances with crutches, James Bauer of the Physical Therapy Department
of the University of Connecticut, and Armand LaGalt and Charles Long who
gave me many ideas for the wheelchair square dance section. Many thanks
to Tony Kearney for his photograpnic work.

I am most grateful to all others who have éiven me helpful hints
throughout the writing of this paper.

Kathleen Hill
. Honolulu, Hawaii
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INTRODUCTION TO REHABILITATION THROUGH DANCE

I conld have dnnced all night.
I could have danced all night ...

Dance can be a very useful tool in the rehabilitation process »>f
physically disabled personre. It is a socially acceptable activity that
will never die; though i*s styles may change. For physically, disabled
individuals, specificall those in wheelchairs and those on crutches, dance
can be a thoroughly rewarding experience. Ability to hear and feel music
and its rhythm and ‘then move in time allows one to enjoy fully a beauciful
form of expressive communication. Truly "...there is lasting universality
in the social satisfaction that people derive when they move together in
rhythmic harmony.'" (7, p. 256) "

Much study and thought has been applied to therapeutic values of
recreational activities for disabled persons. Dance, one of several major
program areas of recreational activities, has been used widely with psychi-
atric patients as a means of communication, expression, and redirection.
Dance can be most rewarding as a therapeutic recreational activity for
physically disabled persons as well. A physically perfect body is not
necessary to dance; dance is movement to rliythm which can be enjoyed even
if it occurs in only certain isolated parts of an individual.

Therapeutic Recreation

The term recreation is generally defined as an experience engaged in
voluntarily during unobligated time for the purpose of personal satisfaction
and enjoyment. When preceeded by the term therapeutic, this definition of
recreation changes nrly slightly. Therapeutic recreation also bis as its
goal the enhancrement of personal satisfaction and enjoyment; however,
therapeutic recreation activities are prescribed for the additional purpose
of bringing about some change in physical, emotional, and/or social behavior
or to facilitate the growth and development of an individual.

The definition of therapeutic recreation implies that individuals
do not always engage in these activities voluntarily or during unoligated
time. Certainly, some persons are incapable of making choices due to the
severity of their mental or emotional illness or due to profound mental
retardation, brain damage, or physical illness, and these individuals may be
required to participate in specific recreation activities as a part of their
treatment. Ultimately, however, the therapeutic recreation opecialist aims
to increase the number of activities available to an individual and offer
activities during a varicty of time periods, so that therapeutic recreation
experiences become engaged in voluntarily during unobligated time. When
treatment goals have been met, the individual is ready to assume more
complete control over choosing and engaging in activities, thus taking
part in the true recreation experience.

ERIC
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abilities';~ to dwell on these rather than disabilities -- and fo motivate

’

Dance may be prescribed as a therapeutic recreation activity to give
an individusl ego support and self cunfidence and also to increase overall
levels of physical fitness. As indicated earlier in this section, some -
persons will unot volurtarily engage in activity, especially a phisical
activity such as dance, because they feel that they are too physically ill,
because they are/mentally unable to motivate themselves, or because they
intellectuallX/Qb not understand what the activity entails. It then
becomes the-responsibility of the therapeutic recreator, dance specialist,
or adapted/gp§sical educator to show these persons their existing

each to participate. (13) Dance will not be the activity of choice for
every person. However, it should not be overloovked, since even persons
with very little body movement.are capable of participating in come form
of -the art.

The Rehabilitation Process

There are .three main objectives of rehabilitation medjicine:
- - . 13 - 2 - - I “

. Eliminate t.e physical disability if possible,

. Reduce the physical disability, or alleviate it to the greatest -
extent possible,
Retrain the person with . residual physical disability to live
and work within the limits of the disabiliry but to the hilt of
his or her capabilities.

E

O

RIC

The entire process of rehabilitation is, therefore, pra tice, reeducation,
and retraining with the help of professionals from a variety of disciplin. s
for the ultimate purpose of restoration to as nearly normal a life as
possible. Some of the rehabilitation disciplines include occupational
therapy, physical thecapy, speech and hearing therapy, vocational rehabi-
litation, psychological counseling, and social work. There is also a
distinct place for therapeutic recreation within the rehabilitation- process. -
meeting the individual's sncial, emotional, and physical needs, as well

as providing the individual with skills for satisfying use of leisure

time. (13) Since a great deal of the physically disabled person's
rehabilitation involves vxercise of affected body parts, physical recreation
activities are essential.

Use of Dance in Therapeutic Recreation and Rehabilitation

Physically disabled persons, through social dancing - - square, folk,
and ballroom -- can learn to cope better with tneir problems. Activity
reassures an individual that he or she is capable of iunctioning and
capable of interacting successfully with other patients and people’ from
the community. Mourning and morbidity often experienced by disabled
persons can be replaced by satisfaction at newly learned skills. 1In
addition, any group activity requires that an individual interact socially,
and dance both encourages and teaches this.

1z
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Often, a person's inner strengths are overlooked. Latent assets must
be tapped. 1In choosing activity for a patient, a therapeutic recreation
service worker must look to activity in which the individual participated
before his or her affliction and then adapt this to the person's current

" abilities. If a patient engaged in dance prior to ‘being injured, if
comfort, relaxation, and emotiunal re'ecase wera experienced during it, no
individual should be denied the priviiedge of enjoying it again. Many
may be afraid to try because they ihiuk it impossiole, but it seldom is.
Each must be motivated, encouraged reeducated, and possibly forced to
participate. (13)

As previously discussed, rehabilitatjon is a process which permits an
individual to regain functioaal use or partial use of parts.of the body
after disease or trauma has occurred. Rehabilitation is all of cthose
processes designed to permit a patient to be optimally effective with
remiining abilities. The goal of rehabilitation is to return the individual
to.the community, while functioning as autonomouslv as possible.
Therapeutic recreation services and, spzcifically, dance aid in strengthening
persoral skills and social interaction, and do nut allow patients to dwell
on their conditions and become morbid. Though medical treatment takes
precedence over other rehabilitation procedures, there is documented need
to interject therapeutic recreation activity for moral support and motivation
of the individual. (13) . ,
Obviously, dance is not a universal cure-all for every ailment; ‘not
everyone is interested in it. But for hose who are, it is an activity that
need not be denied because of a phys”® a. disability. It can be engaged in
successfully and bring a great deal ot satisiuction to those who enjoy it
and try to master it. (

, -
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VALUES OF DANCE

Physiological Benefits :

Physical fitness may be defined as th: rfunctional capacity of variops
systems of the body and includes:

muscular strength -- m :imum amount of external fo;ce imposed by ~
specific muscle or muscle group. .-

. muscular endurance -- ability to sustain activity.

. flexibility -- range of motion in specifie jcints. ' -

. cardio-respiratory endurance -- ability of the body to supply oxygen

to the muscles for work.

«

Improved levels of physical fitness may result from parr1c1paL10n in
physical activity, including dance. General fitness levels of a,patient
may be enhanced purcly through motivational input of dance (motivation or
the lack thereof has been found to have a2 definite effect on higner or
lower scores in the measurement of physical fitness). (3) 1In addition, any
of the specific aspects of fitness mentioned above may be improved through
dance activities.

A patient in a vheelchair or using crutches nmust develse . in
.residual muscles to the highest degree possible to gev opti . ..ormance
from them. To increase muscular strength, a super-maximal, force must be
applied by a muscle. In dance one is able to isolate a specific muscle
group, work it harder than it is accustomed, and thereby ottain an :increase
in muscular streagth.

. Persons in wheelchairs or using crutchcs also need to develop muscular
endurance in order that they may walx long distances or sur*ain pushing
motions over a substantial period of time. Muscular endurance may be
increased by participating in an activity for more time or more repetitions
than usual. Since dance can be very diversified, interesting, enjoyabuie,
and social, it lends itself to many repetitions and more time involvement
than other physical activities in which repetition may become boring.

4 Flexibility can also be enhanced through dance. This is perhaps more
pertlnent to modern dance than social dance. However, Jependiag on the
degree of an indii.dual's limitation in range of moticn, even a small
dance movement can put additional stress on a joint, thereby 1ncreas1ng
range of motion and flexibility over ¢ perlod of time.

Finally, since dance may involve the entire body it can have great
effect on increasing cardio-vascular endurance. This ne _ssitates work of
iarge muscle groups, making them function at levels above normal. Movement
can also take place in small, isolated parts of the body to promote muscular
endurance or in all parts of the ' ~dy -- a more grand movement to stimulate
cardio-respiratory endurance.




O

In addition to aiding increased levels of physical fitness, dance can
be beneficial for enhancing elements of motcr fitness such as coordination,
balance, accuracy, and reaction time. By performing each specific movement
in exact time to music, all {our of these elements are utilized. Dance
can enhance basic, everyday movement patterns of disabled persons just as it
does for non-disabled individuals. By sitting or standing erect and flowing
in time to music, poise, body image, and posture can be improved. To lock
and feel good is half the battle of recuperation.

Psychological Benefits

Although the physical benefits of dance must never be undermined, this
activity is also a generous contribitor to psychological well-being. The
main reason for dance's psychological value is directly tied to the factor
that sets dance apart from other physical activities: good physical, motor,
and perceptual performance does not necessarily guarantee a good dancer;
success in dance is greatly related to the emotion and spirit of the parti-
cipant. Dancers are expected to reveal themselves through this socially
approved way of expressing anger, aggression, happiness, thoughts, and ideas.
Thus, physicaily disabled persons learn about their bodies, find outlets
for their emotions, and consequently can develop more positive attitudes
toward themselves., The fact that dance is a lifetime recreation activity,
too, adds to'its psychological value. Disabled participants realize that
they are not merely engaging in mindless activ :y to pass the time while
hospitalized -- this is an activity enjoyed by .aillions of disabled and non-
disabled persons in the community at large.

In summary, dance is an activity that may psychologically and physically
aid a patient in more rapid recuperation.. It is an activity that can be
carried over into community life. It may enhance one's ability to express
emotion, interact socially, communicate, relax, be more self confident, and
be more physically and motorically fit. Dance builds an individual's
strengths rather than dwelling on weaknesses, which is perhaps the most
important concept to remember when dealing with the habilitation or ,
rehabilitation of any individual. i

I can dance all night.

14
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FACILITIES FOR DANCE

Often in trearment settings therapeutic recreation, being the newest
addition to the total treatment program, is allotted space that is either
left over or the most undesirable. Recreation activities, therefore, are
rarely conducted in ideal settings -- the arts and crafts room may not have
a gink, the gymnasium may have a low ceiling, the area for social activities
may be shared with a record player, ping pong table, and treatment carts!
Even _n community recreation centers, recreation personnel have had to adapt,
remodel, or simply make do with unusual or unsatisfactory spaces

Thus, the area where a dance program is conducted may not be the most
ideal. However, certain considerations are necessary to make a dance
facility accessible to and usable by physicaily handicapped individuals.

The reader will probably observe that many of these considerations also make
a dance facility more usable by non-handicapped personst* i

Floors -- should be uncarpeted, or at least not carpeted with deep-
pile carpeting; should be non-slippery.
Sound Equipment -- should be placed on a stand of table height

equipped with rollers, facilitating operation and movement by
persous in wheelchairs.

Controls -- switches and controls for lights, heat, ventilation,
windows, and draperies should be within the reach of persons in
wheelchairs.

Doors and Doorways -- doors should have a clear open.ng of no less
than 32" when open and should nét require unreasonable strength or
effort to open.

Rest Rooms/Locker Rooms -- must have a turning space 60" x 60 " to
allow traffic of persons in wheelchairs; at least one toilet stall
must be three feet wide, at least 4'8" deep, having a 32" wide door
that swings out, with grab bars on each side of the stall parallel
to the floor, the toilet seat being 20" from tl.» floor; drain

pipe and hot water pipes should be covered or insulated; some
mirrors and shelves should be no higher than 40" from the floor;
towel dispensers should be mounted no higher than 40" from the
floor; lockers should have shelves and hooks that are low enough
to be reached by persons in wheelchairs.

Water Fountains -- the upper edge of the basin should be no motre
than three feet above the floor with controls and spout at front.

When dance activities for physically handicapped persons are conducted
in community settings, these additional considerations should be observed:
Parking -- should be clearly identified as for use by handicapped
individuals only and placed near the building; minimum width for a
space . s 12 feet.

*These 'suggestions were taken from Into the Mainstream: A Syllabus
for a Barrier-Free Environment by Stephen A. Kliment (Department of Health,
Education, and Welfare, Social and Rehabilitation Service, 330 C Street, S.W.,
Washington, D.C. 20201).

' t
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Ramps -- should be provided in lieu of or in close proximity to steps;
should slope no greater than onc foot rise in 12 feet aund have hand-
rails on at least one side.
Publi: telephones -- an appropricste number should be made accessible
to physically handicapped persons, with height of dial and ccin slot
located 48" or less from the floor.
Elevators =-- must be provided when building is more than one s.ory;
all controls should be 48" or less frcm the floor and the cab should
be at least 5 feet x 5 feet.

. Room ilJentification -- should be placed on the wall at a height of
4'6" to 5'6" from the floor.

~%
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TEACHING SOCIAL DANCE

Ballroom, folk, and square dances are generally considered to be the
social dances. 1In adapting these dances fur and teaching them to persons
in wheelchairs or using crutches no special expertise is required. However,
the teacher/leader should have (1) a basic knowledge of music, at least the
ability to hear a beat, and {2) a basic understanding of the physical
requirements of using a wheelchair or crutches. The teacher/leader should
realize that some dances are harder then others -- the Tango on wheelchairs,
for example, calls for very good wheelchair handling -- but all should be
tried nevertheless.

In baliroom dance couples face each other with no handholding or physi-
cal contact; they do keep eve contact with each other -- it makes the dance
so much more romantic! Leads -- the calling of the steps -- are given
verbally by either the man or woman. When teaching ballroom dances, as well
as other social dances, leave the music off initially and walk through
steps until everyone has learned them. Then make up a simple combination
that all can perform together. For example, in the waltz everyone can try
four basic steps -- one box step, one ladies' turn, and two basic waltz
steps. It is difficult to remember all the different steps for every dance
and takes practice before a lead can be given and followed with no hesitation.
But it is great fun learning.

In square dancing also no physical contact is necessary between dancers.
Calls are given by one person, usually an individual who is not dancing for
an entire dance. Sometimes more music must be added for a move, sequence,
or pattern to be completed, when the movements are especially complex.

In these cases the regularly sung verse of a song may be included. In other
words, after the calling verse is sung, everyone sings the popular verse
until all dancers have completed the move, sequence, or pattern.

Folk dances included in this publication are good warm-up and relaxation
dances -- for example, Alley Cat and Never on Sunday respectively -- to
be used to start the activity and to be interjected when dancers need a rest.
‘hey are all relatively simple. )

Certain features have been included in the sections on ballroom, folk,
and squafe dancing to assist the teacher/leader in conducting these dances
with greater ease. Instructions for all steps and moves are given in the
form of a listing, with beats of the music listed in one column and corres-
ponding moves in the next. For more complex steps and poves, diagrams
have been provided which illustrate movements of both partners. It will be
helpful to teachers and participants to first study the diagrams for a basic
idea of how the dance looks. Then, as the dance is being conducted, the
teacher or leader can call out moves using the listing. All symbols and
abbreviations used in diagrams and listings are explained in the Glossary
(page 83).

Timing -- full-time, ha®“-time —- may be altered according to each
participant's abilities. Mo .s should generally be kept small for both
wheelchair and crutch users, but dancers should be sure to keep enough room

/
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between themselves so that no accidents occur -- no wheelies, no crushed hands,
and no tripping! It is impossible to set a standard rule for space required

to dance, but initially a distance of two wheelchairs or one adult-size

crutch length between dancers should be sufficient, until dancers are
experienced enough to determine their own space needs.

-

Enough of introductions! Let's get started and darce the night away!

N
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BALLROOM DANCE

Ballroom dances include the waltz, fox tyrot, cha-cha, rhumba, tango,
samba, mambo, polka, and rock 'n roll. Basically, these dances descended
from the dances tha“ were popular in ball rooms over 100 years ago -- the
minuet, quadrille, schottische, and lancers.

Waltz

The Waltz is of middle European origin. Its style is very smooth and
gliding, and it is executed to dreamy and romantic melodies. Timing for
this dance is 3/4 with various tempos or speeds; the American tempo is slow
whereas the Viennese tempo is faster. Timing should be adjusted according
to abilities of the dancers, or individual steps may be altered sc as to
keep better time with the music.

Waltz - Wheelchairs

(Counts) &A;$:}“~(Man) (Woman)
. 5
BASIC ' .
1,2,3 F B
' 1,2,3 B F

s

BOX STEP (see diagram, page 12)

o 1 F B
" 2,3 Turn R 90° Turn L 90°
1 ¥ F--
2,3 Turn L 90° Turn R 90°
1 . B F
2,3 Turn L 90° Turn R 9C° -
1 F F
2,3 Turn R 90° Turn L 90°
LADY'S TURN .

’

As the man does balances the woman, takes 12 counts to turn
all the way around to her.right; she may repeat this move turning
to the left.

DOUBLE TURN

The man and woman make complete turns in 12 counts, the man to
his left, the woman to her right; it may be repeated in opposite directions.

15
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Man

Turn R 900

Turn L 96°

Turn L 90°

Turn R 90°

-

‘Waltz--Box Step (Wheelchairs)

L3

Starting Position

(SR Woman

X m——p

-~ — - =
Q‘ . _ 6_

("--- -

A

12

Turn ‘L 90°

Turn R 90°

Turn R 90°

Turn L 900




-

\

Turn L 45°
F-F-F
Turn R 90°
F-F-~F
Turn L 90°
F-F-F
Turn R 45°

F-F-F

F ~-F
face partner
3 B
3 F

CONVERSATION

F

B
Turn A4 90°
F-F-F
Turn R 90°

Turn L 45° and ¥

Turn R until you

Turn L &;:\\\\\~;
B-B-B
Turn R 90°
B-B-B
Turn L 90°
B-B-8B
Turn R 45°

(face each other}

B-B-B

Turn L 45° and F

B ~-B
Turn R until you
face partner
.B v
F

B

F
Turn R 90°
F-F-F
Turn L 90°

(face each other)

Waltz - Crutches

(Counts) (Man)

BASIC: BOX STEP (see diagram, pages 17-18)
Crutches F
Swing - to
Hold -
Crutches R
Swing - %o
Hold
Crutches B
Swing - to
Hold

WA MWW

(Woman)

Crutches B
Swing - to
Hold
Crutches L
Swing - to
Hold
Crutches F
Sving - to
Hold

\
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BALANCES

(Counts)

N

[OS N SR VO SN

FIRST POSITION BREAKS

CONVERSATION

R LN NN

LN WP W WN

(Man)

Crutchies L
Swing - to
Hold

Crutches F
Swing - to

Hold
Crutches B
Swing - to

Hold
Crutches F
Swing - to

Hold

Crutches B
Swing - to
Hold-
Crutches L
Swing - to
Hold

"Crutches R

Swing - to
Hold

Crutches turn L
Swing - to

Hold
Crutches F
Swing - to

Hold
Crutches F
Swing - to

Hold'

Crutches R 90°

2

14

Swing - to
" Hold

[
ey

90°

Crutches L 90°

(Woman)

Crutches R
Swing - to
Hold

Crutches B
Swing - to

Hold
Crutches F
Swing - to

Hold
Crutches B
Swing - to

Hold
Crutches F
Swing --to

, Hold-
Crutches R
Swing - to

Hold
Crutches L
Swing - to

Hold

Crutches turn R 90°

Swing - to

Hold
Crutches F
Swing - to

Hold

Crutches F
Swing - to
Hold

Swing - to
Hold




|
\
-
}

- -~~_DOUBLE TURN

(Counts) (Man) ‘T}Jomagz‘ !
TTe—
J
PROGRESSION (see diagram, page 19) /
1 Turn L 45° and F Turn L 45° and B
2 Swing, - to Swing ~ to
3 Hoid i Hold
1 Turn R 90° and F Tdyrn R 90° and B
2 Swing - to 1Sw1ng - to
3 Hold { Hold
1 Turn L 90° and F Tugn L 90° and B
2 Swing - to wing - to.
3 Hold Hold
1 Turn R 45° and F Tuxn R 45° and B
2 Swing - to Swing - to
3 Hold i Hold
face each ot?er
PARALLEL ~ Vo
S

———— ¥ ="~ 777 "Turn L 45° and F Turn h 45° and B
2 Swing - to Swing - to
3 Hold Hold
1 Crutches B Crutches B
2 Swing - to Swing - to
3 . Hold Hold:
1 Turn R 90° and F Turn R 90% and F
2 Swing - to Swing - to
3 Hold Hold »
1 Crutches B Crutches B
2 Swing - to - Swing - to *
3 Hold Hold

k. ‘

—

\

4

As ;Ee man does balances the woman takes 12 counts to her rlght'
to turn completely around in place; she may repeat this move to the 1eft. |
\ !
~ !

S

" \7

s
sf

The man and “woman make complete turns in place for 12 counts, the
man to his 1efL, the woman to her right; this may be repeated in the

opposite diredtion.

22 )
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Waltz--Progression (Wheelchairs) -
Starting Positicn
Man Woman
Turn L 45° xa z. Turn L 45°
———
; v
F-F-F / ,o"’ B-B-B
4 &
-7 -
Turn R 90° A .- Turn R 90? ,«f”/
Z & - .
_ ﬂ B /'»;\
N F-F-F 7 -~ * B-B-B
T - .
‘\ & :‘
3 ' P
A ///
h /N ;5\.
. P \\ .
. Turn L 90° < / - N Turn L 90°
N ’ . ‘\
5, . - ‘N
) AN
/ /7‘
N 2N 1
* 7 \ ’
‘ F-F-F 7 \J/ / 2 -\.‘/ B-B-B
»//
/’/
/XI — "
N\ §\. . o
Turn R 45° ) ﬂ - \ /N .,-’ \ 31 Turn R 45
- - {(face zach othefr) 7 s ‘.\ /.’ face each other)
d N
v bl
F-F-F B-B-B
. o
ERIC 6 24
’
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Waltz--Box Step (Crutches)

-
/
Man o (Starting Position) ‘ o WOr‘nan
ap :
o - )
—0
Crutches F o ~~>0 Crutches B
op >»
-0
-=—»0 v
c <
— o® —-> gn
Swing - tc . Swing - to
. — @ --> Qg
[+
o o

Hold zp S Hold

Crutches R " Wﬂ (@ Crutches L
S awl @y |

i . Swing - to o%é o) o %g o ’ Swing - to
'Hold o %% o o %% o Hold

Crutches B

Crutches F

SO
Qo
o<
TN\
Qv
o<—

17




%

swing - to
Hold

Crutches L

Swing - tco

Hoid

s

Swing - to
Hold

Crucches R

Swing - to

Hold




.

Waltz--Progression (Crutches)

¢
: o]
> Starting Position )
Mav,” (-] O Woman
o’ (o)
x4
Turn L 45° /ﬂ ~ Turn L 45°
and F o

e | AP, . s | T
. ‘ K

rTurn R 90° @\O @\AO Turn R 906

and ¥ AN and B
N N
. o o ’
’ \\ SN 0 :
Swing - to \ o N -3% swing - to
Hold qm&m \-3% Hold
O 5 o

. ’ (@) P
; Z 2
0.
) e Ey , | Twh
7

g 9
* Swing - to % g . Swing - to
Hold ¢ § Hold :

ﬂ G A
/, - 7 -0
) ===>0
Turn R 45 H @ Turn R 45°
. and ¥ @ . and B
—>U A\ o
¢ )
R’/ 5>
Swing - to Swing - to
Hold " —> D -OQS ‘ Hold
GRS 0 | S

19




Fox Trot

6
Fox Trot - Wheelchairs

The Fox Trot is a truly American form of ballroom dance. It was named
- after Harry Fox, star in the early 1900's who danced to rag-time music in
popular Ziegfeld shows. It is a very smooth dance done in 4/4 time of
.various tempos. '

-

(Counts) (Man) (Woman)
BASIC

Slow F B

Slow F B

Quick - Quick F-F B-B

BASIC PARALLEL (see diagram, page 21)

Slow Turn L 45° and Turn L 45° and
move F move F
Slow B B
. Quick - Quick Turn R 90° Tura R $0°
\ Slow F F
Slow B B
Quick - Quick Face partner Face partner

FLIRTATION BREAK

Slow F B
Slow Turn L 90° Tura L 90°
Quick - Quick B-B B=-B
Slow F F
Slow Turn R 90° Turn R 90°
. Quick - Quick . F-F B-B
CONVERSATION
From the basic -
Slow Turn L 90° Turn R 90°
Slow F F
Quick - Quick F-F F-F
Both continue to move forward next to each other, the lady on the man's
right -- this is conversation position.
) 20
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Fox Trot--Basic Parallel (Wheelchairs}

Starting losition

Man Woman
Turn L 45° X‘Z @
V4
®
and move F /y
X7
/-3 z@
- B ] ’,
-
XA " / 2
A feu ” g
. R
o ez 27
Turn R 90 / s e
I'd
XA, k/‘,/"
ey -
Y
‘ /’I 0 K
F . X] /'/ V4 67
L -
N d
\ “ 7
ot S
7 v
/ . “\
B Xz/ -7 - 5 A
& <
j F\ I//'/ g
\\ "'
.3 (-~
N - e~
| ‘?b /——y’l \f\\\
X7t DN
Face partner N / g «
\ N P
.\\l &.
21
2Y

Turn L 45° .

and move F

Turn R 90°

Face partner

!




(Counts) (Man) (Woman)
CONVERSATION TURN - OUT
Take 6 counts Turn L 270° Turn R 270°

Face each other

CONVERSATION

ER

ROCK “

In coaversation position -
Slow F
Slow
Quick - Quick . F
Quick - Quick B
Slow N

- Slow
Quick - Quick F

I

o]

=
1

o]

[ e IR |
(IS B> I |

F F

f

F

Do a Conversation Turn - Out to get out of the convercation position

and face each other once again.

Fox Trot - Crutches

The Fox Trot is a very simplesdance. All steps that are included in
the wheelchair section for this dance can be performed on crutches. The
timing for the Fox Trot is 4/4 and moves are slow, slow, quick, quick.
crutches it is swing - tbrough, swing - through, swing - to, swing - to.
It may be necessary to do moves in half time if the music is too fast.

For

ERI!

Aruitoxt provided by Eic:

(see diagram, page 23)

Counts Wheelchair

Slow
Slow
Quick
Quick
Slow
Slow
Quick
Quick

R~ S

[N~

-

B0 - WO e

22

)
\astans

Crutches
Swing through
Swing - through
Swing to
Swing to
Swing - through
Swinlg - through
Swing to
Swing to

-
~—




Crutches F

Swing-through

Crutches F

Swing-through

Crutches F

Swing - to

v e

Crutches F

Swing - to

Fox Trot--(Crutches)

[w
B\ x
S
(&
—>0
N
S
—> 0
o
—>ND
S
(o] N
‘ —> 0 .
NS
NN\
—>0
(o
—_— >
—_—,
o
—>0C
AN\
IS
—_>0C
(o]
— D
>
—>0
S
SN\
—>0
o
— &
,sSs
Q
23 9°
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Merengue

Merenque - Wheelchairs

The Merengue comes from the Dominican Republic. Basically it is a
marching dance, the characteristic style of which uvriginated with a general
who hLad a limp as a result of a leg injury. The Merengue is done in 4/4
time. At any point during the dance, a partaer may call a rest period of
four counts; each move takes one beat.

RN

-

(Counts) (Man) . (Woman)

BASIC (see daiagram, page 25)

b

1 Turn R 45° Turn R 45°

2 B © B

3 v Turn L 45° Turn L 45°
face each cther

4 F F

1 Turn Lr 45° Turn L 45°

2 B B

3 Turn R 45° Turn R 45°

4 F ’ F .

STATRCASE

1 Turn L 45° Turn L 45°

2 F B

3 Turn R 45° Turn R 45°
face each other

4 F B ;

N N
SIDE BREAK
1 Turn L 45° ’ Turn R 45°
2 Turn R 45° Turn L 45°
’ face each other

3 F B

4 F B

1 Turn R 45° Turn L 45°

2 Turn L 45° Turn R 45°

3 B F !

4 B F

24
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Turn R 45°

Turn L 45°
(Face each other)

-

-

Turn L 45°

Turn R 45°

ERIC

Aruitoxt provided by Eic:

[SY

Merengue--Basic_(Wheelchairs)
@]

CB B

Starting Position

25

Man Woman
X\ 's@ Turn R 45s°
™o o
Lo Y .
\‘ x “ B
\"J'
N \'\‘\ Turn L 45°
\\; X’N s@ \\‘ (face each other)
'\‘~ ;D Q - .
N> N . .
\
R N, F
\\x\, @ \N
¢ ~ -~ I\ k ‘J
]
A -
\(\:‘?"——9 ‘& \\
\\ x'& ' @ \\ Turn L 45°
\
S e
™ -
"9-——-—97, l’ ’S\\
R\ - 'l "" % \ - B !
v X ¥ \ \\\l
\ N\ \ e
N ' \\
/\, ‘
—> ——éﬂ// > o
7 N \\ Turn R 45
X ko €K D \
- \\ ﬁ‘ \\ \N
=~ \
\ Né“‘ €<
N
¥
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LADY'S TURN

As the man does side breaks the woman takes eight counts to turn
to the right completely around in place; she should try to do a 45°
turn on each count. If the leader repeats the call, she may turn to
the left. ’

I

(Counts) (Man) . (Woman)
DOUBLE TURNS ’ : -
1 Turn L 90° Turn R 90°
2 F F
3 Turn L 90° Turn R 90°
4 F F
1 T .1 L 90° Turn. R 90°
2 F F
3 Turn L 90° Turn R 90°
4 F F

WRAP AROUND

The woman makes a complete turn around in place to the right
(clockwise) as the man moves clockwise in a circle around her. This

move takes 12 counts; dancers should finish facing each other.
. <.

Each of these steps may be repeated as many tines as the leader
wishes. Calls may be repeated after each step is completed or it may
be understood that the step will be repeated unless a different call
is given. ’

Merengue - Crutches

. .kCounts) “ (Man)

(Woma&)
BASIC (see diagram, page 27)
1 Crutches L Crutches R
2 Swing - to Swing - to
3 Crutches L Crutches R
4 Swing - to Swing - to
g
26




. . Man

Crutches L

Swing - to

Crutches L

s

Swing - to

AN
N

Merengue--Basic kCrutches)

b(;”

4]

SN
S

o

O

N4
W
o

Starting Position

\\

Woman

o

[ ¢}
S A
<)

Crutéﬁes R

4

Swing - to

Crutches R

Swing ~ to




O
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(Counts) (Man) (Woman)
STAIRCASE (see diagram, page 29)
L4
1 Crutches L Crutches R
¥ 2 Swing - to Swing - to
3 Crutches F Crutches B
- 4 Swing - to Swing — to
' 1 Crutches L Crutches R
2 Swing - to Swing - to
3 Crutches Y Crutches B
4 Swing - to Swing - to
SIDE BREAK
1 Crutches L Crutches R ‘
2 Swing - to Swing ~ to
3 Crutches R Crutches L
4 Swing = to Swing - to
LADY'S TURN e

I

{

As the man does side bréaks the woman turns compIetel& around to
hér right in place; this move takes eight counts. If the leader
repeats the call, the lady may turn to her left.

. DOUBLE TURNS

The man and woman both turn completely around in place for eiglt
counts; the man turns to his left, the woman to her right. They may
change directions if the call is repeated.

r
WRAP AROUND

As the woman makes a complete turn in place around to her right
in eight counts, and then to her left in place in eight counts, the

man moves clockwise in a circle around her; take 16 counts to complete
this move. Dancers should finish facing each other.

QUARTER TURNS

1 Crutches F Crutches B

2 Swing - through Swing - through

3 Turn L 45° and Turn L 45° and
Crutches B .Crutches F

4 ! Swing + to Swing - to

28 .
Ny
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g

Crutches L

Swing - to

Qtutcheg F

Swing - to

Crutches L

Swing - to

Crutches F

Man

Merengue--Staircasg (Crutches) .

< <
=
23

Starting Position

i Woman
e l o o
N\
N\
o 0 0%%"
C ° :
"0 t@%gh
0 g
‘0 i o
@
4]
& 3
oK~
S
N
o%--
o o
e

Crutches R

‘Swing - to

Crutches B

Swing - to

Crutches R

Swing - to

Crutches B

Swing - to

0




Cha-Cha

Cha-Cha - Wheelchairs .

This dance’is of Cuban origiu and has a 4/4 time; the cha-cha-cha
covers counts. 3 and 4. e

(Counts) (Man) (Woman)
!
BASIC
1 ' F B
2 B F
cha-cha~cha Shake the wheels, shoulders, or

head. Partners should to the
samé thing.
1 B F
2 F B
cha-cha-cha

CROSS-OVER (see diagram, page 31)

1 Turn R 45° Turn L 45°
2 Turn L 45° Turn R 45°
face each other
cha-cha-cha ’
1 . Turn L 45° Turn R 45°
2 . Turn R 45° Turn L 45°
cha-gha—cha

PARALLEL (see diagram, page 32)

1 Turn L 45° and F  Turn L 45° and F
2 B B
cha-cha-cha Turn R 90° Turn R 90°
1 F F
2 B B
cha-cha-cha Return to face each other
PROGRESSIVE h
!
|
1 F B
2 F B
cha=-cha-cha F-F-TF B-B-B
N . 1 B F
2 B F
cha~cha-cha B~-B-B F-F-TF
30
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Cha-Cha‘--Cross-Over (Wheelchairs)

Ny

Man Starting Position ’ Woman
Turn R 45° )(& @ furn L 45°
I'4 - F
.‘)" K :
- P
Turn L,ASO X\ﬁ t—‘(@ Turn R 45° ;
i
!
\ ' ”
lr D A = })
——— 1/ 7 3
cha-cha-cha 2 P - cha-cha-cha ;;
- 4 ’ \
z'
3
i
. \
3
kl
!
Turn L 45° X\/ ’ K l@ Turn R 45° \
. —> €~
- & D
Turn R 45° X\J ] \ A Turn L 45°
> &
-~ A A A < A ’<
- ~AA , St
° cha-cha-cha ——— /»‘ A cha-cha-cha
) 1,
{
Q 3§(
ERIC y
3
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Cha-Cha--parallel (Wheelchairs)

k]

Starting Position

é\

M Woman
Turn L 45° / “!;
and F x’ : ' /
‘ rd
[
’ (/)] A
Y 4 Pl
’ /
B ) V4 ’
X e ~
P ,/ .
K’ LI
‘ ” "\ ’R
‘/" ® 7
4
Turn R 96° A PR ¥ /'
I d
X7 / P
7 Vd
. 4 ) 4 .
7’
) t \.-
1' - A\
//1’ :7’ \\
>
‘F x,’/ » P ,/ \
3 ’
\ ’
’/
'-~
-~ ~
/ S ¢
. 7, \ .
’ |\ .
’ N
P R An
\\ ¥14 “ s
A Y / 7
LY 7
\\\L [ .’,
'Y= -~ — P
N N
A
r:.# 7 'S ~
N )(/' < <7 .
Return to face| L y@ ) =
each other \-\ yoad , &~
Ca / /
N -0
/
‘\\ L7
.\\ , ‘.-
32 A
40

s

Turn L 45°
and F e

Turn R 90°

N

Return to face
each other -

<




(Counts) (Man) (Woman)
TURN AND CHASE (see diagram, pages 34-35) LN
1 ] Turn L 90° Turn R 90° ¥
- 2 Turn L 90° Turn R 90°
cha-cha-tha F-F~F B-B-~B
1 Turpn L 90° Turn R 90°
2 Turn L 90° Turr R 90°
cha-cha-cha F-F-F B-3-~-B
’ 1 Turn R 90° Turn L 90°
2 Turn R 90° Turn L 90°
* cha~-cha-cha F~F-~-F - B-B -8B I
« 1 , Turn R 90° Turn L 90° : “ \
-2 Turn R 90° Turn L 90° )
cha~-cha-cha F-F-~-F . B~-B-~3B
CONVERSATION ’
1 Turn L 90° Turn R 90°
2 F F
ch. cha-cha F-F-F F-F-F
1 F F
2 B B
cha-cha-cha B-B-B B-B-8B
1 Turn R 90° Turn L 90°
face each other
2 F B
cha-cha-cha 'F ~F B -8B

-7 B -

Cha-Cha - Crutches

The cha-cha-cha's in this dance remains the same for every step.
Dancers tap tineir crutches on the floor -- right, lef., right in time to

the music.

BASIC
1 Crutches F Crutches B
2 Swing - through Swine - through
cha-cha-cha
" Crutches B Crutches F
2 S Swing - through Swing - through

cha-cha-cha

|
|

o 33 4.
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Cha-Cha--Turn and Chase (Wheelchairs)

Ve

Start.ng Position

" Man - Homan
Turn L 90° t‘ 3 Turn R 90°
. X Qo g
: Turn 1 90° X ) Turn R 90°
‘L <, ‘-;—\—9:‘
F-F-F T B-B-B
p 3 2
&7 "y
&— €&, ~> - .
Turn L 90° & ){; t % : Turn R 90
<""<’T - —,j:——;:'
T+ 1 90° L Turn R 90°
' X . @
4-—— - =N
&« y
Il 1 5>
F-F-F x ) B-B-D
> ——> SR
& —— g-—" " >
Turn R 90° ' T j\ jurn L 90o
» @
Q/Bl \ﬁ_..—--———> '
&
Q 4

C 34 "




Turn R 90°

F-F-F

Turn R 90°

Turn R 90°

F-F-F

— -
N

X @
e S

‘--- ceme meren o

€ - -
X/ p &/ f"

X ?
o ATy
4—————-—’"1; >
e e . ’
Ry

> /]
PV>—> &

§ o
T %,

Turn L 90°

B-B-B

Turn L 90o

Turn 1, 90°

B-B-B




BALANCE

SIDE

(Counts)
1 Crutches F
2 Crutches return
cha-cha-cha
1 Crutches B
2 Crutches return

cha-cha-cha

1 Crutches L

2 Swing - to’
cha-cha-cha

1 Crutches R

2 Swing - to

cha-cha=-cha

PARALLEL (see diagram, page 37)

1 Crutches L 45°
and F
2 Swing - to
cha-cha-cha
1 Crutches B
2 ; Swing - to
cha-cha-cha
1 Crutches R 90°
and T
2 B Swing - to
cha-cha~cha
1 Crutches B
2 Swing - to

cha-cha=-cha

PROGRESSIVE
1 Crutches F
2 Swing - through
cha-cha=-cha
1 Crutches F
2 Swing - through

cha-cha-cha

w

(len ) ".'.

(Woman) e A

Crutches B -
Crutches return

Crutches F
Crutches return

Crutches R
Swing - to

Crutches L
Swing -~ to

Crutches L 45°
and F
Swing - to,

Crutches B
Swing - to

Crutches R 90°
and T
Swing - to

Crutches B
Swing - to

Crutches B
Swing - through

(utches B
Swing - through

| LRC
r . S ]
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Cha-Cha--Perallel (Crutches)

)

¢ °
:$
°,/,’°/'

Starting Position

Yo

an

Crutches L 45°
and F

Swing - to
cha-cha-cha

Crutches B

Swing - to
cha-cha-cha

crutches R 90°
and F

Swing - to

cha-cha-cha

Crutclies B
s
‘A
Swing - to

. < P [
- T e N “

cha-cha-cha

'd
<
) &
ok P
(L4 ' o
& &
= %S
. < < o
’\/ ~— (4 ™ S g
k X
C” &/
0
%o
0 (R
Rl ~
~ A 4 A =
7. L N 7\ NPt
or\ m \‘.,/
o A AY O
K % kY|
- @ o
N \
) Y
) 0
°Qgﬂb \YK_\
~ TN —
-_— S A A

O
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. Crutches B

Crutches L 45°
and F

Suing - to

cha-cha-cha

Swing - to

cha-cha-cha

crutches R 90°
and F

Swing - to

cha-cha-cha

Crutches B

Swing - to

cha-cha-cha




ERIC

Aruitoxt provided by Eic:

(Counts)

CONVERSATION

1,2
cha-cha-cha
1
2
cha-cha-cha
1
2
cha-cha-cha
1,2

cha-cha-cha

FLIRTATION BREAK

1

2
cha-cha-cha

1

2
cha-cha-cha

1

2

cha-cha-cha

Turn L 90°

Crutches F
Swing - through

Crutches B
)Swing -~ through

Turn R 90°
face eacn

Crutches B
Swing - through

Crutches B
Swing - through

Couatches F
Swing - through

(Woman) -~

Turn R 90°

Crutches F
Swing -~ through

Crutches B
Swing - through

Turn L 90°
other

Crutches F
Swing - through

Crutches B
Swing - through

Crutches F
Swing ~ through
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Rhumba - Wheelchairs

" The Rhumba, 1ike'Eh¢~Cha:Qba, is of Cuban origin. 1Its open and circu-
lating patterns have subtle and ?Iirtatioq§;qualities. The timing is 4/4.
Instead of listing cornts 1,2,3,4, steps haﬁé”been\marked slow (counts 1 and
2), quick (count 3), qu.c.. (count 4). It seems easier to learn it this way.

- (Counts) ) (Man) (Woman)

BASIC (see diagram, page 40)

Slow F and Turn R 45° B and Turn L 45°
Quick - Quick F-F B - B
Siow B and Tura L 45° F and Turn R 45°
face each other
Quick - Quick B-B F-F
Slow F and Turn L 45° B and Turn R 45°
Quick - Qu. F-F B~-B
Slow B and Turn R 45° F and Turn L 45°
Quick - Quick B-B F-F

PARALLEL BREAKS

Slow Turn L 45° and F Turn L 45° and F

Quick - Quick F-F F-~F

Siow B B

Quick - Quick Tura R 45° Turn R 45°
face each other:'-

Slow Turn R 45° and F Turn R 45° and F

Quick - Quick F-F F-F

Slow B B

Quick - Quick Turn 45° L Turn 45° L

face each other

TURN TOGETHER - 4 parts (see diagram, page 41)

Slow Turn L 90° Turn R 90°
Quick - Quick B-B B-B
Slow Turn L 90° Turn R 9G°
Quick - Quick F-F F-F
Slow Turn L 90° Turn R 90°
Quick - Quick B-B B-~B
Slow Turn L 90° Turn R 90°
Quick - Quick r -F F-F

face each other

Q 39

Aruitoxt provided by Eic:




Rhumba--Basic (Wheelchairs)

Starting Position

\

Woman

F and o
Turn R 45

F-F

B and
o
Turn L 45
(face each other

F and
Turn L 45

o]

®~--

F-F

B and
Turn R 45°

B-B

40

B and o
Turn L 45

B-B

F and

(o]
Turn R 45

(face each other)

F-F

F and
Turn L 45°

F-F




Turn R 90°
F-F

Turn R 90°
B-B

Turn R 90
F-F

o
(=)
-4
o0
[=] [
~ M
=]
B o

Woman

VR S N I } e

@)
+
]
=t
~
21
%)
R g P ) i R > R e i ¢ -
= 2 <Q|4«® ¢ ! ( 1 ‘ \ 3
, Q‘u@ m <9 e ) O Ce® e® «@® e
8 o
= o] =
fx) B
S & “X| ~€X FEX €X c€X c€X X 2
S 5 ‘emam J LS — I‘\I\l\v (-\‘lv - /ln.l\l‘v N - ‘.4v
& h hd * lllllv - - v ? - e e e
g 3 J ¥
i © ) l~‘ H h @ k
; T\
3 > T
kmu + A"-'V #li‘l\n Au -
..“nuu -
o~
[=]
s
e
o =] =] o
o o o o
(=3} (=3} (=2} (=3}
= @ L. . — - s w
[=] ' =] ] [+ J [=] '
= -] o} (<] ol [-2] 4 29}
=] = =] =]
e £~ [ £~




(Counts) kMan) (Woman) N

. [:;:lfzszATION BREAK : \

Slow B F ~
Quick - Quick B - B F-F
Slow B B
Quick - Quick B-B B-3B
Slow F B
Quick - Quick F -F B -8B
Slow F , F
Quick - Quick F-F F-F
CONVERSATTON ’
Slow Turn L 90° Turn R 90°
Quick - Quick F-F F-F
Slow F F
Quick = Quick F-~-F F-F
o Slow B B
Quick - Quick B~-B B~-B
Slow F F
Quick - Quick Turn R 90° Turn L 90°

face each other

Rhumba - Crutches

This dance must be done in half-time.

BASIC: BOX STEP

Slow " Crutches F Crutches B
. Swing - through Swing - through
. Quick Crutches R Crutches L
R Swing - to Swing - to
Quick Crutches R Crutches L
Swing - to Swing - to
- Slow Crutches B Crutches F
Swing - througn Swing - through
Quick Crutches L Crutches R
: Swing - to Swing - to
Quick Crutches L Crutches R

Swing - to Swing - to

Aruitoxt provided by Eic:
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(Counts)

(Man)

PARALLEL BREAKS (see dié%ram, pages 44-46)

Slow

Quick
Quick
Slow

Quick

Quick

Slow
Quick
Quick
Slow
Quick

Quick

SINGLE TURN

Turn L 45° and
Crutches F
Swing - through
Crutches F
Swing - to
Crutches F
Swing - to
Crutches B
Swing - through
Crutches B
Swing - to
Crutches B and
Turn R 90°
Swing - to
Crutches F

Swing - through

Crutches F
Swing - to
Crutches F
Swing - to
Crutches B
Swing - through
Crutches B
Swing - to
Crutches B and
Turn L 45°
Swing - to

Turn L 45° and
Crutches F
Swing - through
Crutches F
Swing - to
Crutches F
Swing - to
Crutches B
Swing - through
Crutches B
Swing ~ to
Crutches B and
Turn R 90°
Swing-— to
Crutches F
Swing - through
Crutches F
Swing - to
Crutches F
Swing - to
Crutches B
Swing - through
Crutches B
Swiwg - to
Crutches B and
Turn L 45°
Swing - to

$

face each other

As the man does the basic box step, the woman takes 16 counts =--
four measures in 4/4 time -- to turn completely around in place; she
turns to the right first and may repeat the move to the left.

DOUBLE TURN

The man and woman turn completely around in place in 16 counts;

the man goes to .ais left, the woman to her right.

repeated in opposite directions.

o
ERN

The move may be




_ Turn L 45°
1id crutches F

Swing-through

Crutches F

Swing - to

Crutches F

Swing - to

Crutches B

Swing-through

Rhumba--Parallel Breaks (Crutches)

D> S
D
o o
Starting Position
Man Woman
C
F
/’ / land crutches
o]
. ° \
o) % § /K Swing-through
A =9 o
Q
A ¥
5 ° o % CrutchesF‘
S K
c O K
,2% §§Z Sving - fo
L A¢C L)
”° s
% o © Crutches F
/! &
o]
o o] V-
7‘% éz Swing - to
A ° 0
e ;’0
‘-/ ”
¢ 55 § Crutches B
e § ~0
CK R P
R ¢
L// s (o} § .
% k_,o /jl:’§ Swing-through
Q

44




Crutches B

Swinéu-lto

pE3

Crutches B o
and turn R 90

Swing - to

Crutches F

Swing-through

Crutches F
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Crutches B

Swing - to

Crutches B o
and turn R 90

Swing - to

Crutches F

\
Swing-through

Crutches F

Swing - to




R

Crutches F

Swing - to

Crutches B

Swing-through

Crutches B

Swing - to

Crutches B
and turn 1, 45°

J

Swing - to
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(face each other)

Crutches F

Swing - to

Crutches B

Swing~through

Crutches B

Swing - to

Crutches 8
and turn L 45

Swing - to




PAFulToxt Provided by ERIC

FLIRTATIGN BREAK

(Counts)

Slow
Quick
Quic!:
Slow
Quick
Quick

Slow

FIRST POSITION BREAK

2

-~

Slow
Quick
Quick
Slow
Quick
Quick
Slow
Quick
Quick

Slow

(Mar\ A

Crutches F
Swing - through
Crutches F
swing - to
Crutches F
Swing - ‘to
Crutches B
Swing ~ through
Crutches B
Swing - to
Crutches B
Swing - to
Crutches F
Swing - through
Crutches F
Swing - to
Crutches F
Swing - to
Crutches F
Swing - through
Crutches F
Swing - to
Crutches F
Swing ~ to

Cratches F
Swing - through
Crutches F
Swing - to
Crutches F
Swing - *o
Crutches B
Swing - through
Crutches B
,féwing - to
Crutches B
Swing - to
Crutches L
Swing - to
Crutches ",
Swing - to
Crutches L
Swing - to
Crutches R
Swing - to

47

(Woman)

Crutches B
Swing - through
Crutches B
Swing - to
Crutches B
Swing - to
Crutches B
Swing - through

Crutches B «
Swing - to
Crutches B
Swing - to
Crutches B
Swing - through
Crutches B
Swing - to
Crutches B
Swing - to
Crutches F
Swing - through
Crutches F
“ring - to
Crutches F
Swing - to

Crutches B
Swing - through
Crutches B
Swing - to
Crutches B
Swing - to
Crutches F
Swing - through
Crutches F
Swing -~ to
Crutches F
Swing - to
Crutches R
Swing - to
Crutches R
Swing - to
Crutches R
Swing - to
Crutches L
Swing - to




%
%

iango

{Counts) (Man)
Quick Crutches R
R Swing - to
Quick " Crutches R
. P 1ing - to
Slow "~ Turn L 90° and
Crutches F
Swing - through
Quick Crutches F
Swing - to
Quick Crutches F
Swing - to
Slow Crutches F
Swing - through
Quick Turn R 45°
Swing - to
Quick “Turn R 45°

Swing - to

“ingo - Wheelchairs

(Woman)

Crutches L
Swing - to
Crutches L
Swing - to

4

Tur. R 90° and
Crutrshe: F
Swing - c.coigh
Crutches F
Swing - to
Crutches F
Swing - to
Crutches F
Swing - through
Turn L 45°
Swing - to
Turn L 45°
Swing - to

face each other

The Tango is a ver) sensuous dance of Argentinian origin; however, the

“American version comes from Paris.
wheelchairs.

(count 2),.Tango-close (counts 3 and 4).

BASIC (see diagram, page 49)

ERIC

Aruitoxt provided by Eic:

Slow

Slow

Tango>
(quick-quick)

Close

Slow
Slow "
Tango
Close

F
F

Turn L 45°
Turn R 45°

Turn
Turn

face each other

F

F
Turn R 45°
Turn L 45°

Turn
Turn

face each other

48

It is the wost difficult dance to do in
Timing is 4/4; it has been marked slow (count 1) slow

R 45

.[050
45°

T w



Turn L 45°

Turn R 45°

Turn R ASO

- o
Turn L 45

Man

Tango--Basic (Wheelchairs)

o8

Starting rosition

X > o--->

@ -->--

2 @-—-—9——59

4
nd IR
X—> > @
(face each other)
p>—> 3:—‘;"
e —> @---->--->
s e —D (D
X —> @--->----3
et R
¢~—1>-*—4> _”‘;h' &R .{

K—>—> B---->--->

R D

‘(‘l\ «Z

N

7\‘).——-9 _‘QN
X —> g

>

(face each other)

49

(W2

Woman

Turn R 45°

Turn L 45°

Turn L 450

N o
Turar R 45




(Counts) (Man) (Woman)

PARALLEL (see diagram, pages 51-52)

Slow Turn L 45° and F Turn L 43° and F

Slow F F

Tango Turn R 45° Turn R 45°

Close Turn L 45° Turn'L 45°

Slow B B

Slow B B

Tango Turn R 90° Turn R 90°

Close Turn L 45° Turn L 45°
face each other

Slow Turn R 45° and F Turn R 45° and F

Slow F F

Tango Turn L 45° Turn L 45°

Close Turn R 45° Turn R 45°

Slow B B

Slow B B

Tango Turn L 90° Turn L 90°

Close Turn R 45° Turn R 45°
face each other

CONVERSATION

Slow Turn L 90° Turn R 90°

Slow F F

Tango-close Turn L 180° Turn R 180°

about face

Slow B B

Slew B B

Taugo-close Turn R 270° Turn L 270°
face cach other

RETURN

Slow F B

Slow B F

Tango Turn L 45° Turn R 45°

Close Turn R 45° Turn L 45°

Slow B F

Slow F B

Tango Turn R 45° Tarn L 453°

Close Turn L 45° Turi. R 45°
face each other

" 50
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Tango--Parallel (Wheelchairs) s

Starting Position

Man Woman

' o] B
Turn L 45 A ® Turn L 45°
and F XA and F

-0
Turn R 45° X'ﬂ ‘-/ Turn R 45

o
Turn L !;50 / / Turn L 45
“«

4
X i~
. i
177/’ ‘40 /@
8 AT 7 //;7/ B
X/ S /(_/
i {
& -
7 K—‘y
>/ Pid %
Turn R 90° . /,)' 7//“ Tura R 90°€
X)r/ = e
// Ve
g ke




Turn L 45°
(face each other)

Turn R 450
and F

Turn L 45°

Turn R 45°

Turn L, 907

[o)
Turn R 45

ERIC

Aruitoxt provided by Eic:
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(face each other)
52

Ot

Turn L 45°
face each othar)

o
Tusn R 45
and F

Turn L 450

Turn R 45°

B-B

Turn L 90o

o)
Turn R 45




(Counts) (Man) (WOmanS

ROCK - ROCK I (see diagram, page 54)

Slow F B
Slow F B
. Tango Turn L 90° Turn L 90°
- Close Turn R 45° Turn R 45°
Slow F B
Slow F . B
Tango Turn R 135° Turn R 135°
(90 + 45) (90 + 45)
Close Turn L 45° Turn L 45°
Slow 7 B g
Slow r B s
Tango _ Turn I, 135° Turn L 135° <
Close Turr R 90° Turn R 90° T e

face each other

ROCK - ROCK II

This is the same as Rock - Rock I, except. the man moves forward
on the firs. slow, backward on the second; the woman moves backward
on the first slow, forward on the second; tango-close movements are
the sare.

Tango - Crutches

This dance has been omitted for those on crutches since it is too
boring to be done safely and too dangerous to be done otherwise.

ERIC

Aruitoxt provided by Eic:




" Turn L 900

Turn R 45° ‘

Turn R 135
(90 + 45)

Turn L 45°

F-F

Turn L 135°
Turn R 90°

~

Tango--Rock I (Wheelchairs)

oIe

Starting Position

ot

Man Woman
e ©----> P
X — —) ®-->--> B
N 4 @___->~—--3 Turn L 90°
4 QD--->—-—-> Turn R 45°
x—s —3 “
A Q-->——->
X — > /T‘)? 01#0’7 \ b
> Q-"
2 Q--->----> ,ﬁ
/’/7 ,4_/{,‘7" B
X— ——>4\
7% G--->-->, 3
* N7 7 Turn R 135°
X—> —>
<
7, ™
N
't‘)’/ ‘ @ ?& _’/;7 Turn L 45°
X —>—>
1 =
M
A NO@-->- -3 TN,
X —>—> \ '_.)’Iw’ A B-3B
,,,/7/7&N ‘-v\‘\s
4 A}
X — \ Q-->--> 1/ 3| Turn L 135°
w (‘K/,’ é‘" Turn R ‘900

(face each other)

54
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SQUARE DANCE

" Square dancing is a form of folk dancing popularized in the United
States. A square dance is any set dance in which dancers are arranged to
1 - -
form a hollow squa.ce; circle and line formations are also used in square
dance.

Terms Used in Square Dancing

THE SQUARE

~._This consists of eight people, four couples. The lady stands on her
partner's right; couples are designated 1, 2, 3, 4.

3 e : X = gentleman 0 = lady
0 X T~ L
Couples 1 and 3 are the head couples;

X 0 2 and 4 are tﬁe'éidesJMK
40 X 2 T
Couples 1 and 3 are opposites; = -
2 and 4 are opposites.

X e
1

The lady on the gentleman's left is his corner; the gentleman on the lady's
righc is her corner.
HONORS

This is a pleasant acknowledgement of your partner or whomever the
caller may specify, such as your corner. <Jouples simply bow their heads
to each other. A slight tilt of the head to either side gives the move a
little more style.

FORWARD AND BACK
Pancers move forward, usually for fou} counts, and then back again

returning to the place f{rom : . they started. 3

CTRCLE RIGHT AND LEFT

In a circle formation, dancers turn and face right -- Circle Right --
and move counterclockwise around the circle. Or dancers turn and face left --
Circle Left ~- and move clockwise around the circle.

6

Q 55
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- COUPLE PROMENADE
Partners move counterclockwise around the square, the lady on the gentle-
man's right. The promenade may be all the way a.ound the square or halfway
depending on the call.

ALLEMANDE RIGHT

Turn and face your partner. Move in a clockwise circle with right sides
together; return to original positions.

ALLEMANDE LEFT

Turn and face your corner. Move in a counterclockwise circle with left
"sides together. This is usually followed by a Weave The Ring.

WEAVE THE RING

The ladies move clockwise, the gentlemen counterc_ockwise. From an
Allemande Left, pass right shoulders with your partner, left shoulders with
the next dancer, right with the noxt and sc on until you meet your original
partner or a new partner, depending on the call.

LADIES' CHAIN

..

"7 Two opposite ladies move straight across the square to their opposite
gentlemen; they are-turned with a Courtesy Turn.

COURTESY TURN

While the two ladies ar> moving across the square, the gentlemen move
into their partners' position and turn fo face the outside of the square.
The opposite lady approaches har opposite gentleman's right side and togethar
they turn counterclockwise -- the woman moves forward, the man Lackward -
until they are facing the inside of the square.

-~

LADIES' CRAMD CHAIN - (FOUR LADIES' CHAIN)

All four ladies move to the center of the square and in a clockwise
circlé with their right shoulders facing inward; each is generally courtesy
turned by her opposite man.

ERIC * b

Aruitoxt provided by Eic: ;
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Aruitoxt provided by Eic:

RIGHT HAND STAR - (LEFT HAND STAR)

This is done by the gentlemen or the ladies. Whoever are designated
move into the center, with their right (left) shoulders facing inward, and
move forward clockwise (counterclockwise) around in a circle until they
reach their original positions.

DO SA DO
Two dancers face each other, move forward passing right shoulders,
then to their right, and then backwards passing left shoulders; returning to
original positions.
PASS THRU
Facing couples move through each other, passing right shoulders with
opposites. This may be followed by a Clover Leaf; if directed to turn back,
the lady turns to her left, the gentleman to his right. ..
CLOVER LEAF

Following a Pass Thru, the gent turns to his left, the lady to her
right and move around the next dancer in line, into the center of the square.

Pass Thru again -- the original opposite is now the acting partner -- move

between the stationary couple you are facing, gentleman turns left, lady
turns right. Move around the corner of the square till you face your
partner and square up. You end on the opposite side of the square from
where you started.

GRAND SQUARE

This novement luooks very complicated, but is easy once everyone knows
where they are going: (see diagram, pages 59-60)

(Counts)
1-3 Heads move F
4 Turn and face partner
5-7 Heads move B
8 Turn and face opposite
o-11 Heads move B
12 Turn and face partner
13-15 Heads move F
16 Hold ’
1-3 Heads move B
4 Turn and face opposite
5-7 Heads move F
8 Turu and face partner

Heads move F
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(Counts)

" . 12 Turn and face opposite

13-16 Move B to origiral position

Sides do the same movement pattern, but they begin facing their partners and
~~do the second set of 16 counts first, then do the first set of 16 counts.

All four couples are in their original square positions when the Grand Square
has been compleced.

GRAND CIRCLE

Dancers are in two circles, the ladies on the inside, the gentlemen on
the outside; ladies move clackwise, the gents counterclockwise. Dancers move
all the way around the circle until they return to their original positions.

«««««

« Y
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Grand Square

3

vl
Oi( , X X @
X- ¥V eo, © xo X
ey L X7 $ 4
A
X0
The Square

(beginning formation)

Heads move F

X R )

X Q¢--X @
e %® X

D X¢--30 X

Turn and face partner

Heads move B

. o X
x m X @ ~ R o
- v ] \
77 % & X x t VX
p \
2 v v
X @
Turn and face opposite Heads move B
Q> <X —> P Re—
pd )
x @ X 2
/] . X
X> «® —> X @<
Turn and face partner Heads move F
@»>X
' ?
> X
X< ®
Hold
59¢v. -
0.




Qe-- --X ' ) X
. ¥ ¥
X o “ X 0
7] X ) r ~ X
Xemr 5@ X @
Heads move R ) Turn and face opposite
l oy | '
o X ® X ) ' X>»e@® X
T 1
Heads move F Turn and face partner
X =>0Xe @ X DXy, @
QD —> X X ) oy X
Heads move F Turn and face opposite
D X
T
X 1 o
/2 X
% &

Move B to original position

60
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The following pages include three square Jdances; the words of which have
been put tc¢ the music of You Are My Sunsbine, the Coca-Cola Theme, and
Michael, Row Your Boat Ashore, respectively. 1If extra time is needed for
dancers to complete their moves, the popular verse of the songs can be sung ’
' by all after the calling verse is finished

TOU ARE MY SUNSHINE
(see diagram for * and + moves, page 62)

Allemande left now, your corner lady
And pass righc shoulders with your own
Grand circle ladies are on the iunside
Ang the gents, you meet them back home.

Shout: Couple #1 lead to the right (to couple #2)
Back to the center and circle your chair

Back to the couple and stare once more, and
Back to the center and circle all four.

‘Around that couple and give a iittle stare
* —

Shout: Lead on to .:e next (to couple #3) and repeat *
' .Shout : Lead or to the next (to couple #4) and repeat *

Back home you are --, and allermande left now

And ;[ass right shoulders with your owr -

Grand circle ladics are on the inside

And the gents,you meet them back nome.

Shout: Couple #2, lead to *he right (to couple #3) and repeat *
(to couple #4) an. repeat
(to couple #1) and repeat *

*

After ccuple #2 finishes with couple #1, repeat +

Shout: Couple #3, lead to the rignt (to couple #4) and repeat *
(to couple #1) and repeat
(to couple #2) and repeat *

*

After ccuple #3 finisues with couple #2, repeat +

Shont: Couple #4, lead to the right (to couple #1) and repeat *
(to couple #2) and repeat
(to couple #3) and repeat *

*

After couple #4 finishes with couple #3, repeat +

‘ 61 6y
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: Square Dance--You Are My Sunshine
‘iéisj) ~ X (:/(//%> 4r~”"'“\\
> : '
el "@')}

/

Allemande left now, . And pass right shoulders
your coruaer lady (+) . with your own (+)

DX

X @
X X ? X
\\A@L// X
X
Grand Circle, ladies are And the gents, you meet
on the inside (+) them back home (+)

]
X X (X ?&
5 o @
Couple #1 lewd to the right. Back to the center ond
Around that couple and Circle your chair (%)

‘Give a little stare (¥*)

X 20

T @
X X 0 @ x@\@

Back to the couple Back to the center
and stare once more (%) and circle all four «

Repeat * and + moves as
; indicated on instructions (page 61)
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COCA COLA THEME
(see diagram, page 64)

I'd like to teach vou how to swing
In perfect harmony
We'll do a dance in your-own wheelchair
Called T R S wow-cee.

" \First couple lead across the hall

% — Divide the square in two

Then circle 'round the outside ring
Back home and then you're through.

Then allemande left your corner girl
Right back to your own

Circle the ring all the way around
Until you're right back home.

+ —

L.

Second couple, repeat * and +
T F . Third couple, repeat * and +
Fourth couple, repeat * and +

And now we've taught you how to do
The T R S wow-eee

Let's do it every week to see

How fun it all can be.

It's the real thing

It's the way it should be
It's what we iike to see
T R S wow-eee!

M.CHAEL, ROW YOUR BOAT ASHORE
(see diagram, page 65}
Shout: Honor your partner. Honor your corner.
Aller~nde ieft your corners all. Alleluia
Then it's right back to your own. Alleluia
Ladies form a left hand star. Alleluia

Now it's gents with a right hand star. *Lleluia

Then it's ladies forward and back. Alleluia
Now it'e gents forward and back. Alleluia

Allemande left v ur corners all. Alleluia
Then it's right back tc your own. Alleluia

Now a graud chain (weave the ring) around the hall.

Then it's right back to your how . Alleluia

g
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Square Dance--Coca ZTola Theme

~wFirst couple lead across the hall
. Divide the square in two (%)

Then allemande left yeo
corner girl (+)

>

ERIC
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@ X
X - @
@ X

UL

Then circle 'round the outside ring
Back home and then you're through (*)

DX
S
/

< 7,
@ X
Noxo 7

Right back to your own (+)

Repeat * and + moves as indicated
vn instructions (page 63 )
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Square Dance--Michael,

Row Your Boat Ashore

/7><

\@5/

Allemande left your
corners all

X

-

\

l.adies form a left hand star

X

/@X\@
oo/

Then it's right back to
your own

Now it's gents with a
right hand star

X
x @ o< —>X X N
S0 @ X @
A X K&«
] A
Then it's ladies forward Q> @
and hack .S Now it's gents forward and
,"(/\ ‘\ back
'\ N
ég Py, \7( %?
2 \
! ;
XA
=
Now a  rand chain (weave the ring) around the hall




FOLK DANCE

Folk dance is widely regarded as the easiest form of dance to introduce
with large groups of physically handicapped persons who are inexperienced
dancers. These dances do not require partuers, demand only simple skills,
and involve individuals of every age. Because of the ease with which these
dances can be taught, no diagrams are provided in this saction.

. Alley Cat - Wheelchairs

The Alle; Cat is a very simple American folk dance. It is done here
in half-time; the men and women do all the same steps. The dance is done
in.a straight 1line.

(Counts) (Pancers)
1,2 (1) Turn R 45°
3,4 (2) Turn L 45°
5,6 (3) Turn R 45°
7,8 (&) Turn L 45°
1,2 (1) Turn L 45°
3,4 (2) Turn R 45° —
5,6 (3) Turn L 45°
7,8 (4) Turn R 45°
1,2 (1) B

3,4 (2) F

5,6 (3) B

7,8 (4) F

1,2 (1) Turn R 45°
3,4 (2) Turn R +5°
5,6 (3) Rest
7,8 (4) Clap

flley Cat - Crutches

1,2 (1) Zrutches R, sving - to
3,4 (2) Crutches R, swing - to
5,6 (3) Crutches L, swing - to
7,8 (4) Crutches L, swing - to
1,2 (1) Crutches L, swing - to
3,4 (2) Crutches L, swing - to
5,6 (3) Crutches R, swing - to
7,8 (4) Crutches R, swing - to
1,2 (1) Crutches B, swing - to
3,4 (2) * Crutches F, swing - to
5,6 (3) Crutches B, swing = to
7,8 (&) Crutches F, swing - to

EHQJ!:‘ 87 ’T‘x
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(Counts)

(Dancers)

Turn R 45°, swing - to
Turn R 45°, swing - to
Rest
Clap

Never on Sunday - Wheelchairs

This dance is an elaboration of the Greek Miserlou, but hac gained its
name s it is popularly done to the music Never ou Sunday. The timing 1is
4/4; however, an entire step takes two measures (eight counts) of music.

~ . . . ) \
The dance is.done in a circle, all facing counterclockwise. Men and women
do the same stéps.

.

(Countsj - (Dancers)

BASIC
.
Turn R 459
Turn L 45° "
F
B
Hold

[l BR O U
~ v

>:NGLE TURN - all the men or all the women

DOUBLE TURN - men and women

1 B

2 Turn R 45°
3 Turn L 45°
4,5 F
6,7,8 Turn L 180° (about tace)
1 F

2 ) Turn L 45°
3 Turn R 45°
4,5 B
6,7,8 Turn L 180°

687:)
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(Counts) (Dancers)

REVERSE BASIC

F

Turn R 45°

B Turn L 45°
B
F
Hold

O EWN
~

SHORT TURN
This can be done singly by a man or woman, with no call.

1 B

2 - Turn R 45°

3 Turn L 45°

4,5,6,7,8 Turn L or R, all the way
around in place

Never on Sunday - Crutches

BASIC

s

/
Crutches F

Swing - through
Crutches F
Swing - through
Crutches B, swing - to
Crutches B, swing - to
Crutches F
8 Swing - through

DN W N

VARIATION R (L)

Crutches F
Swing - through
Crutches F
Swing - through
Crutches R (L), swing -
Crutches R (L), swing -
Crytches L (R), swing -
Crutches L (R), swing -

PN W N
/
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(Counts)

VARIATION 1

The Hora is often considered the Jewish national dance.
which it is performed symbolizes unity for the Jewish people.

WO~V W

(Dancars)

Crutches F

Swing -

through

Crutches F

Swing -
Crutches R,
Crutches L,
Crutches L,
Crutches R,

through

swing - to
swing - to
swing - to
swing - to

Hora - -Wheelchairs

The circle in
Dancers, all

of whom do the same steps, move in a counterclockwise direction and in half-

time.

O

BASIC

ABOUT FACE

The basic step is then continued in this

W

EVERN S s

Turn
Turn
Turn
Turn

Turn
Turn
Turn

",
auzgil

another About Face is called.

CIRCLE LEFT

45°
45°
45°
45°

Lo Be BN = B I o

L 45°
L 45°
L 45°
L

45°

clockwise direction until

All dancers turn to the left completely around in place. This
takes four or eight counts depending on the ability of the participants;
they then continue the basic step.

ERIC

Aruitoxt provided by Eic:

70 7"




Hora - Crutches

(Counts) (Dancers)

BASIC

Crutches L
Swing - to
Crutches R
Swing - to
Crutches R
Swing - to
Crutches L
Swing - to

2 Crutches F

4 Swing - through

6 Crutches F

8 Swing - through

NN W 0N OWL W N

TURN IN PLACE

Take 16 counts t~ turn completely around in place, either to the
right or to the left.

Bunny Hop - Wheelchairs

This dance is simple and fun. It is ar old American stand-by often
done at parties and other social gatherings. And it makes a real hit at
Easter time!

The Bunny Hop (4/4 time) is done in a straight iine, one behind the
other, like follow the leader. It is done here in half-time.

1,2 (1) Turn R 45°

3,4 (2) Turn L 45° (Face F)
1,2 (3) Turn L 45°

3,4 (4) Turn R 45° (Face F)
1,2 (1) F

3,4 (2) B

1,2 ()7 F-F-F

3,4 (4)

~J
(G
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) MODERN DANCE

( Modern dance may alsu be included as a therapeutic recreational activity
for physically disabled persons. As previously stated, dance is movement
even if it occurs in only one specific, isolated part of the body.

Since there are no rules in modern dance, no specific ways to perform,
this division of the art lends itself well to improvisation and creativity
which can develop a degree of self-confidence in participants. Often a
disabled child is overprotected by his or her parents and could therefore
become very shy and introverted. Through expression in dance, the individual
may release emotions in ways not possible in other forms of activity., If an
individual feels confident in dancing, there is no reason for this experienc2
to be denied because of being in a wheelchair or on crutches.

The slightest movement, if done with feeling, can lead to a sense of
accomplishment and success. However, one who leads a dance activity for
disabled persons must be sure not to overwhelm participants, expecially
those in wheelchairs or on crutches, with intricate patterns that they are
physically incapable of performing. If this occurs, the person will not
only feel inferior but turn off the activity. The leader must be sure that
success js possible and that it is attained frequently. Dance training for
physically disabled persons is not a means to an end -~ i.e. the profescional
stage: it is an end in itself -- i.e. a feeling of success -- and may be
a means to physical and psychological rehabilitation.

Modern dance can also be used as a learning modality. Stories can be
told through dance, definitions of words can be acted out, and different
animals can be portrayed. The subject matter that can be covered in a
dence is limitless; all one needs is a basic thought and some imagination.

Modern dance can also activate an individual's mind through creativity
and expression and .ne body by developing coordination, muscular strength,
and flexibility. It can also promote one's social skills. Dancing in a
group with everyone moving together calls for recognition of another's
emotions and motions and moving in accordance with these. Dancers learn to
interact with one another in socially acceptable ways. They learn to over-
come feelings of lonlincss and may { nd strength in this group activity.
Modern dance can be a very effective therapeutic recreation activity .n both
rehabilitation and habilitation processes of physically disabled persons.
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A TRIAL CLASS

Recently, we had 2 wheelchair dance class at The Rehabilitation Hospital
\ of the Pacific, Honolulu, Hawaii. It was great fun and the nine patients
who attended had a physically exhausting, mentally stimulating, yet truly
\ good time.

\ Since the activity is fairly energy consuming, it lasted only am hour.
The thought of dancing again sparked patients, who usually do not participate,
| to attend. Since it was a unique experience, they all questioned, "How are
we to dance in wheelchairs?" However, with assurance that it could be done,
they arrived; some came basically out of curiosity. There were also two
patients on gurneys and they, too, proved that dancing was possible despite
\ a physical disability.

. We opened the activity slowly with "Never on Sunday". For teaching
\ purposes the patients remained in a straight line behind me and once the
steps were mastered, we did the dance in a circle as it sliould be done.
, Constant reminders to keep their movements small were necessary.
3

3
\

We then moved on to the waltz and due to the participants' slowness
@n moving their chairs, each individual movement was done in three counts.
For example, in the box step, the women moved Back-2~3, Turn L-2~3, Forward-
2-3, Turn R-2-3, etc. According to the abilities of those involved, the
leader can adjust the movements and the timing for each of the individual
steps. The box step required a considerable amount of practice before
everyone felt truly comfortable with it. Again, I had the patients line
up, the women in a line behind me and the men facing us in a line behind
onexof the male patients.

The Cha-Cha was learned next. We needed to change the timing here also,
so, on counts 1 and 2 the women moved B, cha-cha-cha, F-2, cha-cha-cha and
the men followed accordingly.

Th% Hora was done as written, with no adjustments.
All-in-all, the activity was truly a success. We have decided to make
it a weekly happening here at REHAB! .

Before the activity begins, it is strongly suggested that the leaders
kncw their music and the steps. This takes only a few minutes, but makes
the a.tivity eve: so much more enjoyable. The records I use are the following:

Farty Dances (Gateway Records)

The Lester Lanin Dance Album (EPIC)

Arthur Murray's Music for Dancing (RCA Victor)
Dancing In Love (Roper Records)

\
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THE WALTZ
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The Waltz --
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almost mastered!

e
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teaching line-up for a ecircle dane
ere men and womzn do the same step
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GLOSSARY
B -- back
F == forward
4/4 -- four beats to a measure; the first beat is accented
45° -~ 1/8 of a comnlete turn
full-time -- each beat of the music receives one count
half-time -- every two beats of the music receives one count
hold -- no movement
L -- left
90° -~ 1/4 of a complete turn
R == right
swing-through -- place the crutcnes in front (back) of you, then swing your
feet through and place them in front (baclk) of the crutches
swing-to -- place the crutches in fiont (back or side) of you, then swing
your feet and place them centered betwe.n the crutches
3/4 -- three beats to a measure; the first beat is accented
270° -~ 3/4 of a complete turn
——> -- indicates forward movement in direction of arrow
=*==*» -- indicates backward movement in direction of arrow
=>» -- (short arrow) indicates a turn in the direction of arrow
[ ]
8 &




MATH LESSON I

Writing turns in numbers of desrees is the easiest done and the easiest

read, but for

those of you who are not mathematically inclined, let's have

an addition lesson in angles and direction.

Turn L 90° + Turn R 90° = 0, 1.e., back to where you started from

(e.g. facing your partner, facing straight ahead, etc.). Just remember
Lx° + Rx° = back to original position.

For example, in the man's part of the Waltz - Box Step (wheelchairs,
p. 10) the move is as follows:

Turn

Turn

Turn

" ERIC
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Turn ?t

F

R 90° ~——

F ii::::::==‘Turn R 90" + Tura L 90° = 0
L 90° — {face each otner)
F

L 90° ~—~——0___

F ',___—__;:::::='Turn L 9C° + Turn R 90° = 0
% 90° (face each other)
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12.
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REPRINTS

The following art’icles have been included in this publication because
they (1) provide useful information on dance in general, (2) explore the
area of dance as therapy, and (3) deal vith dzace for persons with physical
handicaps One article deals specifically with dance for persons who .se
crutches or wheelchairs.
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Special Article

A Report on the Use of Dance
In Physical Rehabilitation:
Every Body Has a Right To Feel Good

BERNADETTE HECOX, R.P.T.. ELLEN LEVINE, RP.T,

and DIANA SCOTT I

ON TUESDAY LVENINGS, the wating room of the
department of rehabiliauon mediane ac St Luke's
Hospral undergoes a metamo, phusis. Modern, moided
plastic benches are pushed aguinae the walls, becuming
batlet barres, and phystcally handiapped adults in pracuce
clothes dance to the accompamineng of records and drum

Ms. Hecox, who holds an assocrate appoinsment on the
fac Ity of Programs in Physsad Theraps, College of Phys-
cians and Surgeons, Columbsa Unitcrysty, recestet 1 BS.
degree in physscad therapy i the Cotluge of Phyocrans
and Surgeons and an M.A. i dance at Teachers College,
Columbia Umverssty. She v an active memwher of the
Amerscar Physical Therapy dssncistion She has an ex-
tensite backyround m borh perfrrmnyg and educaonal
and dance choveagraphy Sre has raught 1 a private danice
studr0 and in commaunicy conters

Ms. Letmne, after suudying dunce techuques, earned a
state centificate m physcal therapy from Columbie U
versity. She then t orkad a5 il shoerapait at the Hosprial
for Specral Surgery an New York Cuty In l: :2 1971, the
joined the Dance Propoct i Greeee, whor the performed
as el as tanght anyov s to dancore Me Levine cur-
rendly teaches anatomy amd kamcuolog, # the Dunce
Not.tion Burcust in New York Cui,

Mrs. Scott, who holds an M A n amhrapology from
Teachers College, Columbsa Unircruts has suwdied Ha-
tian-Afro-Caribbean dance and modern dance and s
10711972 hdd a Dance ' hoater Workshop scholarship
She hav tawght dance 1o wcomen at Rekere Lland She cur
rently worky as sorcarch aontant for the dmericn Buar

Assoctation.

beat (The evemng group ar S Luhes Hospual i the
oldest of the groups to pe doessbed, and the one we, the
authors, have been pnmantly mvobved with + Ty scene
has been replicated at St Luhes asthrires duue on
Wednesday at lunchume Further upowe, wt Culumbia-
Presbyterian Medical Center, (anc-walking and wheel
chairbound multiple sclerosis patients “dance” ar Juach
our cvery Monday, while an ardhries group gathers the
follow.ng Jay

Dance, by 1ts very nature physical, lends reelf for ase
as & phy~cal therapy modality In ¢ ¢honvance ated,
dance abso provides « much-ncedad outl st for adulrs whose

Q
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vppurtunitics fur physical recfeation and expression are
Limited. Dancers and therapists whe conduc these sessions
fedd thae this modaliy adds an exciting dimension to re-
habihitaton. The purpose of this report 15 to describe the
culminavon of nearly three years™ activity 1n adapting
dance for this use

History

With the encouragement and sponsorsh:p of Dr. Shyh-
Jong Yue (assoctate clincal professor, rehabilitative
mediaine, Columbia Universuey, and director, deparement
ot tehabilication medicine, St. Luke's Hospual), four of
us* took the mitial steps o conduct dance classes for
pbysically handicapped aaalts 1n July of 1971, Three
physial cherapists and an aspirng dancei, we shared a
love of movement based on cach of our many years of
dance training. We also held 1n common 1 conviction of
the salutary effects of regular dance pracuce classes on
mind and bcdy, and a cartosity concerning its potenuial
uscfulness aad appeal 1o people with hmuted or unpaired
movement canacky Dr. Yue wondered, from a medical
viewpount, whether this approach © movement might
result 1n: addioonal gains for certain patients with varied
long-term physical handicaps who had completed tradi-
tional therapy programs, he wondered, oo, which kinds
of diagaosts mghe respond opumally 0 a dance approach
to rehabriacon, )

There were 2 number of obstades 10 beginming our
classes, many of which persist. Among these, the task of
coordinating the avatlable tme and energy of four active
people, the absence of any special transporeation service
casily amd nexpensively accessible to partiapants to -
sure thar arnval ac St Luke's at an appointed cime with
munimum trouble, and the difficulty 1 obtaiming re-
frrals. partly because of transporauon needs, are seill
problems However, after months of sharing tdeas and at-
tempting o overcome these obstades, we were eager
hegin $pace was, thercfore, provided on a rogular basis
at St Luke's Hospual for a group to mect weekly, and
out il parucipants were reterred by Dr Yue and his
staff

*The authors and Ruth Hauchwout, formerly superviso® of
physical therapy students at Columbia Umversity, Colleg: of
Phys.oans and Surgeons, now Living i Logland,
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SPECIAL ARTICLE

We chose to direct our efforts to working with handi-
capped adults, rather than children, as the outlets for
physical reczeation of the former group are relauvely few,
We also chose to resurict our efforts to adults whose
primary problem was physical, as much attention has al-
ready been given to usc of dance in psychctherapy. Regulaz
participants in the Tuesday might group are outpatient
adults and volunteer dance and/or therapy students Ages
range from 21 to 55. Mobility within the group rangys
from the wheelchairbound to totally independent am-
bulators. Disabiliies incdude cerchral palsy, muluple
sclerosis, stroke, traumatic brain damage, peripheral nerve
damage, amputation, and poliomyelitis.

Instead of consisting of one teacher and many students,
our class became a rather informal group of professional
dancers, physical therapists, handicapped ad.lts, and ther-
apy students. Our handicapped participants expressed en-

nt at moving along-side nonhandicapped visuors.
Tiough we had not anucipated this (in fact, our ex-
pectations were the opposite), we incorporated this fea-
ture, Leadership of the classalternated among the four of
us, ﬁr\sl\xgck!y, then monthly.

We feel that this unplanned feature of the group—ics
diverse composiion—has been a definite asser, helping
to achieve the goals of our activicy Although initally they
were implicir, these goals can now be stated.

1) to improve the handicapned pezson's attitude toward
him- or herself, chaaging neg.tive attitudes toward the
body for what 1t can’t do to pride 1n what 1t can do;

2) to provide an enjoyable physical outlet for the per-
son whose need of recreational movement is so often
neglected and whose opportunities aze few;

3) to improve physical ability, by achieving gains in
such areas as strength, ccordinauon, and balance;

4) w mprove eah patapants funcsoming in daily
life, regazdless of whether this refleuts pliysical improve-
ment, nueased confidence, luss of self-consciousiess, or
other psychological/sucial imiprovement,

5) to pruvide an opporsunity to the person with a
physical handicap to. experience with s or her vwn
body—not as a spectator—the art of dance.

After almost three years, we feel that these objectives
are for the most part achieved e our weekly sessions The
nature of these session-. will now be deseribed 1 greater
detaii

Our Weekly Classes: Format of Sessions

As dancers, we hold 1n comimun the belicf that danice 1s
a unique form uf physical acuvity, becau e it simultancous-
ly involves the individual socially, creatively, expressively,
and physically. Thus, muvement aan be intated by em-
phasizing onc’s strengths, rather € . focusing on in-
dividual weaknesses, or acl.ievement in absolute terms.

91
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A well-balanced session will therefure include the fol-
lowing elements:

1) Body warm-up- total bod; movements and movement
of 1solated parts, always with motivaton not directed to-
ward the purely mechanical. For example, direcung people
to cxplore the space around them mught result tn both
hugh-reaching and low-crouching movements. This, in
turn, accomplishes the objecuve of warming up the total
body and avoids mechanical directions such as “bend/
strghten” or "up/down.” ,

2) Exercsses based on dance technigues: hallet barre,
modern dance sloor exeraise For example, a study for
balance that emphasizes awareness of encegy fow, controi
of tension, and centering. (The concept of “center” is
common tn dance language. It refers to center of gravity
and torso control in general, for whole body control and
balance.) Another example: repetitive movements to im-
prove endurance, presented with variatons in timing or
esthetic quaiity.

3 Movement involving other;. dancing with partners
or aa arcle For example, mirroring another person’s
movements and folk dances.

4) Opportunity for individual expression; verbal or
through movement. Faamples. dance improvisation based
on dividual drawings done at the start of a session or
relaxation breaks 1n which discussions occur.

5) Moving just for fun; nu gcal speaified. For example,
dancing to music, from Chopin to rock, sometimes in
simple, prearranged combinations, and at other umes
using tradizional social dances, as waltz or merengue, An-
other example: running through space, with assistance if
necessary, sunply to enjoy the sensation of moving.

We consider overlapping of these clements in & given
actvity desirabie and tzy to inciude as many clements as
pussible 1n a given session Often, the isulauon of body
parts 1> awumplinhed a0 a cude, with individeals im-
provising in rouad-robin fwiuon Thus, suual 1avolve-
ment s anberent an the physical acuvity. Often, o, a
class 15 designed so that simple elements converge in a
“finirhed product™ For example, a recent class was
planned so that warm-up and technical excrcises culmi-
nated 1 choreography to Cannen MacRae dlues ‘The
dancd’s sustamned  moveinentss were devised 1o unprove
baanee, a r secuon involved pelvic movements to
ness of the center bod, other §irts of chis
t the ndividual o wove through space, if
only with a - ep, or gesture. The slow tempo of the dance
cnabled all to pa-ticipate. As part of a group composition,
peuple had to be wware of thar own movements, of a
pariner’s tnuvements, and of the group temporal-spatial
design.

ncraas

dance requ

Within the framework of group activity, there must
also be tuluring of detals to meet individual needs. In
any group, individual wapacitics, levids of skul, and frusica-
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tion tolerances are always present These differences are
evea more pronounced tn our group There 1s, for ex-
ample, the obvivus difference in dgnoses uf partcipants
but, even within like dragnuses, strengths and weaknesses
differ. Our goals, expectations, and ineans uf aciueving
mprovement are not the same fur auy two people Each
member of our group attempts, as Jo dance students every-
where, to approximate with his ur her wwvenients a s
of cleancr, tdealized muvemnents, vnc w cek’s guals, when
accomplished or mastered in part, ghve way w new goals
ot emphases, adjusted tu new loveds of skl and integra-
tton for each person. Our classes are planaud, tnsufer s
possible, to reach he "whole penon’, as that per 1
changes, subtly or markedly, we try w mudify our gows
and methods fur reaching that tutal person The capsulized
descriptions that follow coavey some of the variation 1n
goals, methods for achieving these, and mmprovements
noted for individual class members The fullowing case
studies llusttate sndivideal goals ac given moments in
this continuing process or dialogue

Casc Studics

Maria was 23 years old when she jomed our group
She had come to New York from Pucrto Rico several
years before and sull spoke very lhude Fnghsh  Her
diagnosis was cerebral palsy, a spastic lef: hemiplegic
with greater involvement of the upper extremity There
had been surgical tendon transplants on her left hand

Mara's lefe arm was lunited ro less than 90 degrees
abduction and rhis was aztributed to spasticty Al of her
movenents contained extremely shy mannerisms and she
seldom tried to use her left arm at all Though she walked
with « near normal gait, Mara Liked the coordination
to skip and run When she first came 1o ciass, she was
always accompanied by her mother, who would remam
during the enrtre (90-munute) scssion

We taught Marta to use her arm as an extension of
the toral body, rather than as an wsolated part We also
ewcouraged coordination of arm and leg movements,
using familiar nerengue music, wiich <he seemed o en-
jor

One and one-half yeors after joming the group. a
number of changes could be seen Marias arm abducts
passively to 150 degrees and rhe wses 2. She walks wath
oppositional arms and can now skip and run Occasionalh,
we observe her skipping down 2 deserted corndor i the
department Her body has become more coordinated and
useful and a source of pride, Maria werrs dance practuce
clothes—leotards and tights, which arc recommen led,
though optional, for classes (Alwrnauve dress s Joose-
fiting or old clothes ) She now arrives unesortes ot ac-
compnted by a friend This year Mar hus started attead
ing English dasses at mght school A

Jennsfer 15 a lovely young wemnan in hor mid-ovenaes

Aruitoxt provided by Eic:
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Folluwing an auto accident three years ago, which left
* t temporanily paraplegic, she had a spinal fusion. She
nuw hus a fuur drup and abductor lurch but goes every-
where wearing a short-leg posterior splint

When Jenmuifer started with us 18 months ago, we
nuticed that she was an "all urms and legs” person—with
Litle awareness of total budy movearant. She claims great
pleaure frum the class and learning to use all  her
budy When teaching shipping, »« cmphasized the sensa-
uon uf *Lft” in the twrso. By really using the whole body,
Jeanfer prugressed from one leg to alternate leg skipping
aiid she wan abo do a run of sorts. She recogmzes that
these aren't qute “normal” mechanically but fecls more
secure, as they are uscful 1 cmergencies She need no
lunger pamic when the traffic hight changes as she s
crossing the street alone,

MarsZa has been in our group almost since irs be-
sinmng Having suffered severe bram damage m an suto
accident, she was told to be realistic—that she'd never
walk again Because of excellent therapy and tremendous
mutivation, she was walking with one cane when she
came to our group three years after her acadent. She had
alsu completed her Master's degree since her hespializa-
ton Marsha's walk s pot stable—she falis frequenty. Her
very high  al 1s to walk well enough, with a cane, to
€ross a 1ty street

Marsha now stands and walks with better alignment
and her abiliey e direce her body in space has improved.
All of her movements have smoothed out considerably;
she has learned 0 move with less tension, particularly
i the arms and shoulders She can walk down a long
corndor at St Luke's with greater ease and swability
about 8 mumtes, nstead of the 1S munutes 1t used to
take She has decided to use a "quad” cane unul her
balance 15 even more improved

Onc cvening, Marsha ably adapted a creative class
Frojet to her own partcalar needs. Everyone was di-
rected to i, lie, or kneel and then move on any of these
lew levels, experimenting with the many parts of the
body that could posably bear weight Marsha said that
this activity gave her a new outlook and confidence. If
and when she should fall, she could, through cxpeniment,
find 4 wav of getung up by herself and need not be
totally depender- on others for help She has now devised
severad ways of zctuag up from the floor. This 1s an
dlustranien of what can happen with nongoal-oriented
movonen’, overent that s just for pleasure, or for the
pleture of + e 2ry Mansha also says that, prior to her
accdent, she hd verv letle budy awareness and that it
was a reveianon o discover that “a body has a right to
focd gosll

Bud and Rose, a greganiows and charming muddle aged
couple, butl have warebral palsy Bad, a cossul ing geolo-
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gist, was one of the most sevcrely disabled 1n our group.
During an evaluauon, he could barely move his arm
forward due to spasticity. However, in class that nighe,
when wnsrrie-ed 0 reach toward a partner with a greeung
mouion, ne 1noved in a relaxed way, accomplishing the
movement win comparative ease. Here, the motivation,
aside from enjoyment, was probably sw.al interacuon.
Bud often is accompanist for the others, as they step
across the floor, he beats the drum with a good, steady
beat We believe he fecls satsfaction in doing sumething
physical that is also helpful to others On one occasion,
when we explored tension in neck and shoulders during
a warm-up period, Ruth, a dancer-volunteer, massaged
Bud's_neck as he stretched it and let his head roll frum
side to stde Then Ruth sat in front of Bud so that he
could do the same fur her As a duncer, she could bendfic
from this exercise as well as he

Bud and Rnse jomned the group because Ruse noticed
that she was faling more often and that she ured mure
easily She was no longer able o “window shop” thruugh
lepartment stores, une of her favorite pastimes While
sensing that she was regressing physically, Rosd's cager

rece pruvity and gife fur exprossive movement v as obvivus

ERIC
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almost immediately He: weekly participauon i Jasses,
which she clearly enjoys, has increased her physical en-
durance She recently reported chat she munaged 16 browse
on every floor of Macy's 3 ith Street store

Variutieas ! Archritis, Mulciple Sclerosis Groups

Our wxutement at the results of our experunont as
illustrated by the forcguing stimulated our desire w sie
our concept adopted by others,

Several other therapint expressed o desire 0 urganize
groups, we encouraged s und gladly helpad dicm orga-
nize by cunducting their groups fur the first month or
two These groups differ frum vur primary group in that
all members | ave similar diagnoses

Ac Vanderbide Cliniz, Columbia-Presbywerian Modiaal
Center, a group is comprised of moderatcly severe artlinic
pauents The basic movemient furm.\ﬁ 1s the same heie as
i our heterogencous group ac St Luke's, but goals are
different: to teach patients to ease the pain occurning wich
movement, through decreased tension, effort, and speed
The warm up 13 to genae musi, using aunpainful parts
first, then wotal body invalvanent, and finally, moving, the
raost punful juints Movumunts are presentd o “haby”
the juines, such as Jove pats and gende, southing acuvites,
A typical sassion might begn juse thac easily and build
up so gradually that it enlds with patients laugling and
dancing to hvely rock music, like teanagers, using, ankles,
knces, and shoulders The unique featore of this grovp
is that a social worker is also involved, encouraging in-
formal talk sessions There is a strong sense of group,
exhibited in the lecter they jomndy wrote to the Cuy's
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transpuriation department suggestung ways to case public
transportation problems for handicapped people. The
members have parties, as do most of our groups, and ex-
press great prde un their groupness. The sparkle 1 their
eyes when wemung o and going from sessions sets them
9 from most clinic pattents,

« secund archritis group was started ac St. Luke's
Huspuual I, 100, had its tndividuality and recuies were also
pusitive. Dunce movement principles were presented but
nut  aught as acwudl dances. The leaders preferred to call
1t 4 movement group. Sessivns ended v ith discussions of
stricely funcuonal actvites, such as betcer ways to carry
groceries and te dust chaurs,

With splendid interdepartmental cooperation, a mul-
tiple sclerusis group was organized, also at Vanderbile
Clinue. Wich coopetation of the neurologtsts, the neurol-
ogical climic social service department organized the
group and provided transportation, and the physical ther-

py department pruvided space for 1t to meet regularly,
There are five wheelchair-bound women in this group of
seven. Sessiuns emphasize what one can do, rather than
striving o cortect what one can’t do To awd in function,
muvemu. dynamugs, such as swinging and counterbalance,
are wught, as welt as the use of subsutute movements—
ur ways of "diatiag,” such as imitiating movement from
the hip whien the tb.gh can't do it Emphasis 1s un the use
of areas not severely affected neurologically, buc weak
from disuse; we also seck to maintain range of motion
and .--ength, All participants report increase in funcion.

Most of this class cunsists of mat and sitting work,
such us a modified ballet barre while sitting sidewards on
chairs and a hat and ane kick routine to "Hello, Dolly,”
alsu performed while seated, Those who are uaable o
kik wmpensaie by exaggerated hat and cane gestures
with arm and torso nwsements. These women uave made
cach session a "soudl”, they always come dressed for a
suaal occasion Duriug sessiuns they frequently exchange
information and belpfu! suggesi.oas Conversations range
from Luw tu wpe with depressions to where to buy wigs
and duthes, since they niust shop by mail otder. After
class they wheel to the coffee shop together.

A Continuing Therapy

It should be borne in mind that the acuvities of the
groups descubeld are distnce from tradional therapies
and s crdier supplunent them or proside a conunuing
outlet—lah pleasurable and therapeuric,

Clusdsa, o« beluw-the-knee amputee, entered the group
witlt a goal of adieving a normal gait without a cane,
She started from o very suff knee and lurch garr, using a
aane In getang her o free her leg juints and pelvis, we
utruduced tap dunce shuffles and even burlesque bumps
110 sessiuny, she can now also do the polka and can run
a lieele,
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Claudia kas just about reached her goal but keeps
joking, "Please don’t fire me yer.” We have nu intention
of "firtng” her. Why should Claudia stop dancing? With
a flair for the arustic, she s involved with an art form
and wishes to stay invelved. How long should oue stay
with any art? Forever, if possible, or as long as w sull
brings pleasure.

Summary/Conclusions

The results of our efforts indicate rhat dance can be
adapted for use in physical rehabiltatign as 2 physical
therapeutic tool, an e~pressive art form, and as a socal,
emotional, and recreational outlet .

Our effort here has been simply to document our ac-
complishments to date. We believe that the potential
usc of dance in this context has scarcely been tapped, the
development of widespread use of dance 1n physical e
habilitation will have t awae further chinal stadies,

We have described the use of therapeute dance n
tWO group situations

1) groups of pauenes with hike dirgnoses 1 which
acdvities are conducted by personnel of vaned
health professions {occupatiunal therapists, pliysical
therapists, social workers) with some dance back-
ground.

2) a group made up of peopic with hecrogencous
handicaps and parucipating dancers and physical
therapy students, taughs 1y physial thesapises and
dancers, together. '

In both cases, we have observed  salutary results—
psychological/social, physical—and we have aunbuted
these to the fact of grosp pattiapaton it & Janee €x-
perience, Each group has unique steeniths, problems, and
emphases related 1o s compuition, thit is, o indwvidul”
diagnoses, skills, and resourees, as well as the traming,

SPECIAL ARTICLE

resourees, and onientation of group leaders. In adlition,

the great divessity of the second-mentoned group—its

very heterugeneity—has been an unforeseen strength.

In adapring dance for we in physical rehabilitation,
we ate pleased wih our suceess thuy far in achieving our
goals:

1) 10 mcrease the individual's pride 1n what his or her
body can do,

t provide an enjoyable physical vudlet for the per-
son with few such opportunties;

3+ to unprove ms or her physical 1bifity;

4) w mprove s ot her funcnomng i daily life;

51 w graufy cur own desirc that every person—in-’
cluding the physically handicapped—have the op-
portunuty to expenence with his or her own body
the unique rewards of the art of dance

fo
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DANCE

LIFETIME
SPCRT

Dance 1s one of the hfetime sports.
This phrase may well shoch voth physi-
cal educators and daneers, but dancing
18 4 wav of ganing physical fitness and
maintaining 1t throughout one's hfe
Through the discipline of dance, the
bedy can increase ats flenibality and
range of motion 'nd improve dynamies,
vitality, strength.  endurance, spatial
pereeption, and rhythm

Physical fitnesy rarely “just happens.™
It 1s generatly the result of Anowiag
what to do. Students i secondary
school and college have a final oppor-
tunity to gain the motivation, the knowl-
edge, and th: skils that will help them
throughout their hifeume to mantain
physical fitness Dance can accompiish
these goals in the physieal education
program

When students reach the high school
they are ready for movement such as
sucial dance, folk and square dances,
modern dance, and other dance forms
that are more challenging, mentaily and
physically, than thar clementary scheol
movement education éxperiences. Dance
B a coeducational actvity, requuing
agility, rhythm, and {1go1 and coatrib-

mind and to discover what that body
can Jdo. Modern dance has great poten-
wal for fulfiling physical, social, and
psychological nceds,

Most women, from their teans, have
a desse to umprove therr figures, to be
physically atiractive, and to be better
coordinated and more graceful. Dance
can motvate girls 1n the physical edu-
cation program by helping them attain
desued otjectives. Once dance activis
ties becomws an established part of their
Iifestyle, students are mere apt to con-
unue good physical fitness practices
throughout therr lifetime.

A diephned body is"as vital to«"

success 1 dance as it is in any sport.
dancer’s body must be discipiined
and senstive to it3 “environment. Em-

* ' phasis on good body mechanics will

help the student learn to protect her
physical instrument from njery. Good
breathiag habits help 1n increasing en-
durance. Improved osture, balance,
and flexibility result in more efficient
movement.

Warm-up techniques should include
prmciples relating to the prevention of
injury and increasing the range of move-

uting  emotional, sodual. mental  and ment 1n the joints and muscles. Sud-
acsthetic values to the physical educa- den. violent movements should be
tion program. « avorded 1 a warm-up as they can result

Ir modern dance, cach individual i inwscle tears, especially of the mus-
competes with himself just as :n jogging cles are “cold.”" The teacher should
and many other litetime sparts. Moa- avoid oo much lecture. the emphasis

A teacher of dance
for over 20 years
contends that dance

should be ificluded orl danc: uses the total physical, men- must be un duing and “feeling with the
in the lifeti ]e sports tal. and emwaonal response. uf the n- muscles " The student should be taught
. | e dividuad  J¢ utihzes speciahized  tech- the safest and most efticient way for
physmal e:gucatmn nigues, emunvlogy,  literature.  and the body t. move, Foi example, when

: ﬁrogram.

teachers to satisfy the aced for self-
eapression 1o a soctally aceeptabie man-
ner,

Modern dance in & danee for paysi-
cul fitness™ program can be of tremen-
dous benefit 10 both men and women,
but espeetally  for women.  Recently
there has been much diseussion among
physical educators about the importance
of hfeume <~ -+ for girls and women
that wilf devciop and maitamn strength,
tlevibility, agility. and endurance Each
women should Jearn the unique char-
acterstics and needs of her 6wn body
Sae needs 1o dearn what phyvsical and
health practices will provide the great.
est benefit to that umque body and

MARY COWDIN SNYDLR teaches
dance for phvsicd fitncss at the Ume
veray of Alusha and varniows dance
stvles at the hugh school and commue
mev center i College, Alasha She has

the knee 'cues, 1t should do so over the
o

center of the foot: if the knee is al-
lowed to roll inward, permanent dam-
«2¢ can be ancurred. After warm up
eaercises, students may perform hmber-

ing andj stretehing techniques, The pur-
posc) warm up exercise s to stim-
ulyge<"the  body | Lystologically and

wsychologically,  prepare n for more
strentious work and to develop balance,
coordination, genergl fleability, range,
and strength i

A dance for phydieal fitness program
should meet several sessions each week
for a ume period ranging from forty
minutes to over one hour. One part of
the ciass or work period should be var-
1ed with basic locomotor techniques in
which the body travels along a ronte
or path using feet hands, knees, or
some other part ot he body. The more
tradiional  focomotor  techniques  of
walks, hight runs, shides, gallops, skiss,
and combinations of these may be util-
wed o add varie'y to the students’ vo-
cabukary of movement improve coor-
dination, develop a sense of rhythmic
perecpion, develop  confideggly,  and
develop group work shills. g}

The instructor  should  emphasize

served as dance chatrman for th North- more rapid locomotor activitics to in-
west Dustricr AAHPLR crease cardiovascular endurance. Use
\ 7 9¢
-
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some of the principles of interval train-
g, i which physeal stress 15 inter-
speised with recovery periods duning
which activity of a reduced intensity i
i orformed. Hops, jumps, leaps, or rap-
id rhythmic patierns using vigorous ef-
fort mav be used The student must
learn good techmques bus must  also
fearn how to relate the ntensity and
quantity of muscular exercise that
bese for her and then work to increase
her unique potential,

During recovens  periods,  students
can develop movement fupdamentals
and dance shills Students should heep
in mund that they will not develop
strength by the repention of exercise
o the same ntensity, mtensity should
be varied, Guided by the instructor, the
student coutd utilice such :cuvities as
traditional dance steps or the studs o
movement flow, quahty, stvle, and effort
analvais

Through dance actwvities  students
can be ercouraged to utihize the move-
ment and effort posibilities ot their en-
tire organism  Each student has a right
o ewvperience  the entovment  which
rhyvthmie activiiy can bring through an
opportunits  to develop as much etli-
cieney of movenient as possible By de-
veloping a hinesthetic perception of
hne, movement, rhythm, and groupmng
m ume and space, cach student will
mprose her senstivity to the stamuh
that life provides

The teacher 1a the physical education
program should heip people of all ages
build and mamtan beautful and eth-
cient bodies  Through techmical control
and self-diseipime can come freedom
for the wstrument of the body  and
sceli-confidence tor the personality A
suceessful progression of dance aclive-
ties can resultin unleashing che ereatinve
torees that we all need to utihize to gain
@ teehing of fu'hllment Daree in edu-
cation 18 not an end noatsell It aim
™ o antegrate through undenstanding
the mmd and body »t the mdividual
Thisy  concept  of wholengss  can he
achreved through dance by gnang the
student the power to move with strength
and endurance, the shilf 0 move with
fleabiiits, frung, balance, dignits, and
relaxation, and the motivation to util-
1ze the total sense of movement that
joms musie, grace, and health

Dance techmgues and analysis can
turnish the bu Iding blocks for relat-
my all hinds of movement, from every-
dav actinvaties to ssorts shuls - Students
at mamy diffening levels of physical
htness benefit from the processes 1n-
volved in Jdunce as @ Difetune sport

Porhaps dancers can borrow a phrase
that s popular with jugging enthusiasts
nm tor vour lhife ‘through dance for
physical fitness we can make hfe more
mteresting,  and  excring,  and’ more
nenefical to all Dance for your life' ™)
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WHAT IS DANCE THERAPY?
CLAIRE SCHMAIDS & projec dirggor

Jur the Dance Lhorapy Muasters o

grant, i the Health wnd Physical i
cation Departmeni of Hurior College,
CUNY, New York, New York 10021

I am often ashit the difference be-
tween dance therapy and dance teach-
g Teachers say, "My dange classes
help students express their feetgs,” or
“I teach dance to the physicallv handi-
capped,” or I do educational dance
Isn’t that dance therapy?

The answer 1v probably no Funda-
mental differeaces - roles, methods,
and aims define two dicrete profes-
stons dance therapy and dance teach-
tng. Confusion exists because teacher
and therapist share aspects of traming,
contens, and chentele

Members of each profession engage
in role relauonships with therr sub-
jects. Dance therapists enact therr role
with patients, dance teachers with stu-
dents The patient expeety the therapist
to help with an emotional problem, gain:
ing insight or feeling less anvious Lhe
student expeets the teacher to know
spectfic techmique (jazz, modern, ballet,
etc.) and be able to teach the appropri-
ate steps, rhythm, and style Therefore,
a dance teacher focusing on a child’s
oedipal complex or a dance therapist
spending the therapy sesston teaching
the fine potnts of a ..ur jere would each
be violating thetr professional role,

These roles are petformed m different
setngs  Dance teachers usually worn
i studios or s faculty members in
schools where, ¢ addition to teaching,
they may coach, perform, or, choreo-
graph. Dance therapists usually work in
hospitals or chinics, where 1n addition to
feading sessions they ortent staff, write
records, and report to the treatment
team. :

Confuston exists because good danee
teaching 1s therapeutic and dance stu-

dents often derive psychic benefits from
dance dasses  They gain confidence
from 1ncreased competence, become
more expressive, and feel part of a
group - -extremely 1mpurtant to person-
al growth and well-bang  However,
dance as therapy requires ntennionul
therapeutic intervention based on a re-
latonship established between patent
and therapist, with dance actisities spe-
cifically designed to promote the nuental
heaith of the client The therapist es-
tablishes thty relationship by retlecung
in movement the emotional expiession
of the patient To further the thera-
peutic process the therapist tunes in to
the nuances, mtenttons, and contradic-
tions of the patients’ behavior to de-
velop those latent feehings seeking ex-
pression

Fo pertorm therr respecuve reles
both teacher and therapist have sen-
ously studied dance However, while
the teacher 1s usually an expert 1 one
techmgue and s able to deftly denton-
strate (s steps and style 5o that students
can follow, the therapist must be famil-
1ar with various technigues 1 order to
tune 10 to all hinds of pauents It s
usetul for the teacher to consistently
portray a particular style so ¢ idents
learn 1ts movements and manierisms,
the taerapnt guards agaanst mmposing
a style on the patient, and instead en-
caurag sy development of 4 umique way
of moying In additon o dance back-
ground the therapist must have skills in
observation and Anowledge of move-
ment behavior, group dynamics, neuro-
physiology, and the spectal problems of
various age groups and dragnoses,

Teacher and therapist often use the
sanie dance steps to accomplish their
respective goals, But, when teaching a
stamp the flamenco teacher, for ex-
ample, 1s concerned with developing
the spatal and dynanmuc aesthetics of
that style whereas the therapist focuses
un helping patients understand why and
what or whom they are stamping.,

They may also use the same forma-
tons The therapist's choice 1s usually
based on the emotional state of the
group, whereas the teacher’s choice 1s
usually based ¢n the demands of the
dance form For example, both may be
using a circle formation, the therapist
in order to reduce anxtwety and the
teacher to properly teach a hora.

Both teacher and therapist may work
with the same clientele, e.g., the re-
tarded, the blind, the deaf, ctc., but
this does not alter therr role defintions.
Dance teaching does not become ther-
4py because the citentele 1s handicapped
vran aced of therapy A profession ts
not defi-:d by whom 1t serves but by
what it dues A dentist treating an emo-
tonaily i patient 1y dong dentistry, not
dental therapy

A major source ot confusion between
dance teaching and dance therapy may
be that many of the pioncers 1 dance
therapy. such as Manon Chace and
Frude Shoop, were dance teachers for
many years However, as they became
dance therapists they not only shifted
their work from the classroom to the
chinie, they also developed speual skills
and defined o new profession—dance
therapy. m]

Dance as therapy requires
intentional therapeutic
;;lf—e;r;_c;;f-;)n Dance activities
are specifically designed to
promote the mental health of

the client.

Peprinte 1 Jrom Journal of
Fhyesoal Elducation and
Rocreation, Jouars 1976
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The dance therapist tas one graat v intige wva tlie
dance teacher Ploogoes st teadback as towhiatlicn T
15 usng the tight matcrnd Pinents hove nomvasiment n
conformmg behvior It the thanpit s response e nat
suttable, he wall alwass know Ho wall ose the group
patents will amphy o or wathdom Untortupatch
sei* b have a captin e audionce of stndonts who st st
if they wish 1o pass ind aspeanv ot s wsh o wan
A=so they become adepr o kg mvoh Guent bhe
dance therapist has to o with proaus i s of
what he brings with him o movament HTos 1o koow
what he projeces md Bow paoonts roict oo thae progedt
ion

In the not ton distant tarnre porhas the dce thon
prst will be able to have T movament whvss companbl
to the didacnic ambvas thne pacdhoonaboas most b
For the present, howava hoshouhd bo e of o e
moves B range and bis fimsatons HO shouhd Mo T
preferences tor spacc v mamics, and phisang urd how
he uses these i fas momant 1o moment it tion with
patents For example, whar put ol s trovaonr vo
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Clatre SO0 o 1 e e o Hoara
Collo e Gon Lodorev o N Vord
oo AT RS B R LN
taiv vd v o Lo wttere vy Loy

tary st e Mo Sobe e
gutl va ot B STy Do
of the Devo Notrrog Burov td o

/
tweeht drece 0oy oo S S
,

W

s foro rlooa deoo o mapn e
Bros v Srr Moo o 1 om0 Ind
P LT I LU U A 1 e

L R

Aruitoxt provided by Eic:

CLAIRE SCHMAIS

must deedop lughle difacntated mos auent repatonre
Fhs amphusis difors from that of the pertorming dancer,
m oot he s not conccndd with having an elegant
atabosgque o ngh avension He s more coneerned wath
s abihity to communicate It s gong to kack he st
Mow why hoow domg it and how he s gomg to do it
Kiching mother will be quite difficrent trom kicking sand

Paticnts v bl patormars i that thoy use movament
w unusual wor s cprGunably wath diffaont motivations
The dancar s to araate hison The patiant Ines me e
The dance therapist must he able 1o tespond to whatever
the proent docs B the dined therapst cannot otally
cimerge from s onwa tamme and uphbinging Whae he
cannot do he los to oo by vabal magan, o by using
otha manbars ot the group, Whan the thaapist s work-
mg wath an mdindoad roha thngroups e fimtatons
amd prrofarangees hacome avan mote app rent [ wine
v npist scho knowes whon semcone dse s heara ated to
work wath a puticalar 2han '

Phe therpist mast he awate ot the group forms bie tses
o Gmnot atbitnmdy mpose a0 aieka a0 squaare, ot
Tne Fach form connotes ¢ specttic tpe of interaction
He mut procead Togicathy Tased on the mood, the move
ment Cynaty,and the socnd Tevdd of the mdinoaduals,

Bt no wodent that nost gioup sesions stat with
Vatde Tt Mows tor mutual (ve contact and - low
satus fpe of daderdup T csentally o peer gronp
rolmonship i allows far contact bur canalso mamtam
distimce The ande allows for Joadership to emerge or
retreat withont biohing wp the group Patents man
dmce i the arde made o or outsde it They ma
oive of anted at s tine of at amy pare of the cncle

Aosc s an miportant part of the dance session, e .an
hedp creare ditferent mounds and ditfarant lands of m-
volvements Music that easts where people work as on
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the Israch ktbburz or an \foca colliccune wall hase thie
dynamics that can help pull a group togahar Other
music can altmost dulm\ 4 PreL Arious urnup by cr Y
an internal focus. The danee dierapist of ten uses masic as
a rhythane suppore I ties the group meo a wticd strue-
ture The thcrlpm has to gauge the group wood and
chonse music acedfdingly If patients are predonmnantls
depressed. he will not put on a rousing march If thas are
somewhar mamc, he will micee thom at dhae laved momuasi
and movement and trv o bring them down to 4 more
even el

The search for the meaming of movement has turned
Us o many sources m-our quest for answers  Ftfort-
shape, a theory constrieted by Rudolf § iban, a daneer,
has proven to be most useful for the dance therapie 1l
provided a theoretical framework for observing, record-
ing, and analy zing al hinds of movenient Tts apphication
m the field of dance therapy has helped momany wavs
Beeause 1t foanes on what s see vand felt when o atching
4 movement patern, it grees intormation about the com-
mumeatn e as well as the idiosnerane aspects of movernent
behavior What one records s the petsomality e s made
manifest i the moy emont content

Effort-shape has provided an important ool for re-
saarch that permrts the svstematie recording of the di-
nanes of movement One of 16y pracucal appleations s
that 1t permuts tilk about movanent behavior m purchy
sovament terms wirhout mernny dmgnmm categories
Rather than siving Joo s wathdraw n. his behavior s
described When Joe s approachad. he slowly retreaes
backward and pward swhich may be ineerpreted as a
fearful tpe of (eeraat Someone ebse may withdraw with
strength e bachward low posicion as it 1eady to ponnce
Ths type of deseription can be offered with or without
the interpretation  In thas wav effort-duape can help w
sensitize personnel to patents’ overt b ontor Iehas
proved very valuable tn workmg with tho psychuatnic
residents who are very ager to learn more about ther-
selves and their patients

Effore-shape theory s applicd n the T omay Chorco-
uetrics progect has helped i dhe understanding of move-
ment sty les across cultures It has pomead to the varables
that distnguish cultural sey le and how they relate to the
level of complevuty and tpe of econmny of 4 specific
socictv They have dicoverad dut catan wovanent
qualities are Iihe Loy agnatures, thoy adoanty a particular
culture. These quahties sav, T om0 numlee o diss
family of mar " Odhicr qualioes save Tas s how Tinus
niove to survive e an surroaindings and o manoon g
contmnuiey.” .

To survive i our socict, one cuist cope with o
pleaity, physiall, and veddlectially Complovry
movement infors hundling space i a thice-dunensional
way. In order to beable o mampulate tane sitwanons
one must hay ¢ alterrate avenues of approach and rewear
This vamability s on of the tirse thungs that paticnts Jose

Dance therapy and dance teaclung operite vi the same
continuuin Laatnmng s thaapoatic and thegpy maolves
teaching, [ dunk that smne of the lossons we have learnad
i dance therapy can hedp oy o recvaluate our danee
taachiyg The taacher sho d bocome cognizant of hat
own sty feand how she ases it i the casscoonn T ranan
ber studving Graharn techugue with two differont raach
ers. One teacher ordered us mto a contraction, the other

'it)(/“ : ) ~

coasad us o it The first eypenience seaned gruelling
whle the other seaned almost Ivrical

Movauent explotation has currently become the i
thing " 1 raeentdy watched a teacher direct one of these
nondirccenve lessuns, She ashed all the nght guestions
but she did not respond to the chuldren m her own move-
wenes, She did not shape her body to accommodate a
child as i ran by She did not reflect the chuldrens’ joy
m tioving nor did her bodv or her voice i any way
encompass the movement ds naties she was asking the
chuldren to perform, [ just read a pampilet above ntove-
ment exploration which pra ses 1t as a technique because
teachers don't have to derionstrate What they doi’t
realize 1s that the teacher s alwavs demonstrating, Try-
g not to be mvolved we are nevertheless nmaking a
statement about mvolvement.

What 18 the structure of a ty preal dance class® Students
will most often be arranged m places on the floor facing
the teacher They will uswally work in ther places for
most of the period and then do soree pattern going across
the floor ona diagonal This has proven to be a dery cffi-
aent wav to man g danee class, This format presents the
teacher as an authorits figure set apart from the class.
He can relate to each student individually and they can
relate to cach other from a distance This 1s a functional
structure for preparing people for a regimented socicty
whete roles are marrowly defined But we stedents of
today are rebelling aganst cur uptight world They are,
mying to effect basie changes m our hfe styvle.

Perhaps n our dance classes we can offer social alter-
nativ s that bridge the gap between anarchy on one hand
and nigidiey on the other We should use forms that en-
courage all hinds of interaction Students should be en-
couraged to reaily look at one another and react. Perhaps
mn some w.y we can lesen the feelings of isolation and
alicration  An meeresting way for the teacher to assess
the proces mowhich he has engaged students m for the
dance hour 15 to watch how they leave. Do they walk
out i pairs, mgroups, or do they walk alone?

Duance expresses and reenforces the culture of people,
The wacher uhes a chotee as to what aspects of the
culture she wishes to raenforce by what she presents and
b what shie omues Wihat should we teach our children?
For the voung child we should prosvide experiences that
fuster growth—evperiences that help chuldren recognize
thur needs and ther feelings, A basic premise of dance
therapy s that breadeh of movement s necessary for
mental health Having a wide varices of pateerns gives
the mdividuai a capacity to respond m ditferent ways.
We dhould promote the breadth carly by allowing
chldren to avperience the widest gamut of mos ement
pussibihies By domg dus, they can develop the neces-
sary seope of movanent behavior and find therr unique-
ness wathin that range.

At soie pont we should muaduce dances from other
couneries [ aunk 10 s nuportane to fanhanze children
with other caltures and custorns, Has Culdren they un-
denstand Low another culture moves as adules they need
not be fighienad by the speeere of alien ideas. Up until
reenthy dance curnicutums have primarily  included
Wistarn Puropaan dances, in which the musical forms
aid the socil orgamzation are wore dosely allied to our

“




own, Phey are often sunplfied adele dances numching
adult socaal retanionships, and done to @ mustcal meerpre-
tan~a by an Amenican thice-picce band - The resule al-
wavs remnds me of pantmyg by nwmbas Hhe form s
vaguely recognizable but the content s flac.

We Ine ara world of mstant communication, our
choice of matenals should reflect ths 1 thk that we
should change ovur unpll.lsn\ along two lines, we should
go further aficld and doser 1o home, W should incwde
much more about our own American dance hienitage
jazz dances, Afro-Canbboan dances, the danees of Arwer
ican Induans. Mencans, and others VW should abo seck
out the danees from the Fase: Cluna, g, Bali, et
© AW e should use the orgmal nasic of a4 coanay When
.35-_ e tramshate 1t nto an \incnean whom, we ol the musie
of the essence of stvle the Lubtic guahiues that support
the dance, that hudp create s unique organizanon The
mstruments and socalization of 4 particular country are
not radomlhy sulecrad but contabute o that cultural
integrisy.

Let us now turn to the fickl of medern danee The
teacher must be avare of whicther heas wadung a s
body of tedunque or whethier Lo allowing his students
to ¢ Pplore thur onn movenent epertore s I we teach
a particular technque we should know what that tech-
ntque convey s, Lor camplo it woare waclung Graham,
we are conmmtting vurscios 1o sty le that stroses con-
teol. Freedom and oaertement are sacnificad o shape and

form We are notjust teachmg falls and contractions, we
ate reeaforemg a way of hfe,

The student tahing a danee class. who does not aspire
to oerform, should nevertheless be allowed to have a
complae moranant ayperience We have been tradi-
aonallv stuck on form and speeific skills—icaps, taras,
bounces W raredy allow feelings to be expressed In a
world where students are legiamately angry, fearful,
and often very lonely, why not allow these feelings to
be arred m he danee class®

Mudern dance taaching 15 sometimes very strange in
that studonty ngaer do dances The beginnmg painter
paIIEs protures, }}\u the mudern Jance student can take
saars of classts aml never nuake up o dance. They seem
forcver stuck on the brush stroke level We rationalize
this by sayvng, * Uhiey don't have enough technique ”

Llre are other subtle conventions  that permeate
dance teachmg 1 remanbe: bang told not to have any
aprossion on e face because that would distract from
the body configurauon Leachers rarely say that today,
but ndther do they encourage a un'y of capression and
teching  This also holds true for mahing sounds while
danemg, Why must 1z be a silent L\pcnuuc—

Dance 1+ 4 unique are .o that it Kk.\ls with everyday
Lunan behavior 161 both sacfed and profanc. The stuff
of dancd includes the most obe ene gestre and the most
oganeaitual, Teas what we've been amd what we can be-
Lol l)‘mu. teachers can play o very mportant role in
uunnlmunu to the mental health of our navon. We can
belp turn students on to their own vast perentials We
must do 1t wisely and carefully

i
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Spotlioht on dance

: Dance and tﬁe Deaf -

PETER R WISHER s chasrman, De-
partment of Physical Elucatson and Ath-
letscs, Gallaudet College, W.ashington.
D& Gullaudet 15 a college especrally
for the deaf

It would be difficult indeed o find
aay satement of educanonal arms wich-
« 1t some mehtor of creatve pursuies
as worthy objectives 1n the general edu-
caunon of youth This viewpome s
even more iumporant o the heanng-
imparred.! since many common pursiuts,
music, celevision, drama, ete. are of
more limited value In areas where hear-
ing 15 a munor factor, the deafs enjoy
and achieve ouwsstanding measures of
success  home econornics, spoges, drata,
and, of course, the dance

Because of che reduced infiuence of
sound 1n the hives of the deaf, percep-
von of visual munages increases  im-
portance 1n all phases of educanon and
daty hving This dependence on the
visual serves t0 emphasize the 1mpor-
wnce of movement, which s an 1m.
portane aspect of communication Some
educacors of the deaf even beheve that
some deaf people think 1n terms of
moton  Corsequenily, the area of the
dance may have relatsvely more unpor-
tance 10 the fives of the deaf than of che
heanng

Students ac Gallaudee College have
developed what v termed a "new are
forn " In essence 1t 1s the transforma-

b In rcfernng 1o the derf  ch terms as
‘drat mute " or ‘deafand umb  are not only
fepugnant fo the deaf, but they are also 1n.
accurate  Most deaf persons can iearn to
speak, althovgn the speech of some will be
more intelhigible than others

.
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aon of signs* to dance movement  For
example, a sign used m communication
15 abstracted, thus mak:ng 1t an are form,
A story, poern, or song cin be Janced
if one uses thus method: the abstraction
ot communication cucs A similar pac-
tern 1s used by hearng people when
human gestures are treazed 1 chus man-
ner When ¢ 1s realized thae most deaf
people think 1n concrete terms and thae
thinking 1n the abstract 15 especnlly
difficule for them. you can readily sce
what an accomplishmene 1¢ 1s for the
deaf 0 formulate these abstractions
the dance

Accompansment. The master of accomn-
paniment for the dange, especrally where
1¢ concerns the deaf 5 a muatter of con-
siderable importance We refer here to
the percepuion of rhythm or beac by
means of auditory sumult  Buc one of
the concepts held by most creatve
dancers 1s that when dance 1s employed
for communication, the dance, per se 1s
absolute  music, costume, scenery, serve
only to supplement the dance As a
mater of fact, Doris Humphry, one
of the recogmzed leaders 1 che dance,
expenmented with and performed two
dances 1n silence "Sonata Tragica,” and
"Drama of Mouon,” In view of this,
their world of silence should not pre-
clude the deaf from parucipatng, cre-
aang, and performing all forms of the
dance

Awareness of rhythmic paterns can
be incernal as well as excers W1, and ac-

“Four means of cotnmunication are used 10
the educational process of the deaf.

(1) Oral communscation all communica-
ton between individuals 1s done orally by
means of speech, speechreading, and using of
auditory equipment

(2) Fsnger spelling each letter of the
alphabet bas a cotresponding position of the
fingers, and all words are spelled.

(3) Language of ssgm. a sign with the
hand s made to ndicate an object of an
acuon A single movement or gesture may
have ncaning, thus enabling a more rapid
communtcauon Generally, the manual alpha.
bet and the language of signs are integrated”
signs are used, and where none exist the
words are speted

(4) The ssmultancous meshod: the lan-
guage of signs, manual alphabet, and speech
are used simultancously, This allows che
heanng-impaired individuals a five-way ap-
proach 1n commumicating. speech, speechs
reading, the language of signs, manual alpha.
bet, and the use of any ressdual heanng
which may be unlized through dleceronic
amplificaton  This 15 che method 10 effect
at Gallaudet College
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Students of Galluudzr College enjoy a parncipanon sessson on the Mike Dougla-

televssion show.

companiment of affy hind wan unly xrve
m 2 supplementany wature wotie fao-
foundly deaf Howeser, experiona hus
demonstrated that successful rhythm re-
sponses uften oeeur m the absence of
auditony sounds  Foroindiswdaals pos-
sessing any degree of hearing, of course,
advantage 15 taken of all possible audi-
LOFY CUCS  Percussion INStruments, am-
plficd music, the v« of heaning aids,
the simultancous method, e

The use of audwory and visual rhyth-
mic sumubt 10 teaching dance o the
deaf 15 an area of needed research Methe
ods successfully used by us at Gatlaudet
College include percussion mserumens.
phonograph recordings. and hand sig.
nals Some consideration has been given
to the use of hight impulses and over-
sized metronomes
Tuctsle cues Exidence indicates that the
sense of touch m the deaf 1 nulized to

Jit <
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a graster degree than un the heanng
Many of the deaf have stated chat they
fecl vibranons  These vibrations are
most generally transmutted  chrough the
floor, furaiture, or the reeord player -
self Scarwely 4 day goes by thae students
are not observed touching the “juke
box," the record player, or the grand
prano wiren some one 1s playing Besides
obtaiming  rhythmic  ues for dances,
there seems to be an ement of sausfac-
ton resulung fram rhic contact People
who have no interest in dancing are ob-
served touching the musical instrument
Loud spealers placed directly on a
wooden floor increase the intensity of
vibrauons  Also, the use of bass tones
seem o enhance vibratory recepion
Creatssty The deaf, assisted by the lan-
guage of signs, em to be more creatve
than their haaning peers and appear w
reap greater benefits A lack of hearing
may motvate the dzaf student to seek
other outlets for his feelings Being de-
prived of singing, and espeanally of
choral singing. which so many heanng
people find emonorally sausfying, may
mahe the deaf pupil more aware of
emononal satisfactions ganed from the
dance
Balanee  tu professional hieerature re-
garding the deaf, there appears o be
cvidence that the deaf have poor bal-
ance  This atutude 1s remforced by the
fact that the sear of balance 1s attribuied

soaltiy Paystedal flucatton

102

to the vesubular porion of the nner
cur There s a possibility that the cause
of deafness in some has also effected the
vesubular poruon  Thus nabiliy 1o
mamtan good balance may be true 10
stuatons where the horizon 1s not seen,
or i darkness

However, poor balance, 1n the sense
of total boxdy response, has not been a
problem—in the dance, and also 1n
sports and recreational acuvities In this
regard one caution should be noted’ the
ndividuals we have observed may notbe
representatve of the total deaf popula-
uon, since all are college stidents Also,
the parucular cause of deafness may
cffect balance A pupil becoming deaf
from spioal memingrus may have poorer
balance than 2 pupil born deaf.

Dunce and specch  The acquisiion of .
good speech on the part of the deaf
student 15 4 most umportant administra-
tve comsideraton  An informal seudy
has been in progress for some ume in
the primacy grades to encourage the
.mprovement of speech through singing
games and dances [t would scem reason-
able to believe thae 4 hearing-mpaired
chuld 10 the relaxed environment of a
recrcanonal setung would be more apt
o parteipate 10 group singing or danc-
g tan 0w wore formal dassroom
sitnanun - Graufying results are encour-
aging the conunuance of dus device at
that level

Deaf mterest sn dance. In general, there
appears to be no difterence i dance
nterest between those profoundly d zaf
and those students with some residyal
haanng, At the present time, two re-
quired  physical education classes are
funcuoning at Gailaudet College—the
socal dance and the modern dance
Those courses are ¢lective, but many of
the students taking required physical ed-
ucation enroll 0 these two courses In
addinon  the required physical educa-
ton program, there are three other (ol
untary dance mteerest groups on the cam-
pus a recreavional dance group, a socual
dance club, and a performmmg group

Valres i danee o the dance the deaf
find an cxcellent area for self-expres-
ston, 1t seems o fulfiit a need base to
all individuals - Addiwonal values real-
1zed from paruaipation 1 the dance are
(1) promouon of physical fitness, (2)
provision of an environment i which
tensions are seleased, (3) assistance 10
atauning  destrable  soctal  aurcomes,
through the many group efforts, (4) the
understanding and apprecration of the
dance 10 general engendered, and (5)
development of cereain spirseual values

In bricf, the dance has ws unique
contribution to make to the total edu
catton of youth, Lut to the hearing-
unparred 4t has a seill more special sig-
mificance




Dance is a visual art for the spectater and a Idmllli

. —or is it? To what extent is the mastery of movemant i&g g

visual imagination and memory? To som'o‘ﬂu C L
what can dance be, what can spatial dedlg
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Blind children have the same dilighe in wad nedd for
using movement frecly and imaginaonddy s have thar
- sighted fellows. Children love o aplore movament
ccreatively—rto stretch, o curl o sput o run, bt
fall, to swing. They love to be big and strong. uny and
fragile, ridiculous or magnificent They love to practie
feats of balance and power and precision. Al childien
\Ieed help to explore design, ommuuiaton, and control
of their body's moron, but bhind (luldren have the
greater need since they wannot smutate thiotigh scany
what others do and must have a safe eavironmient in order
to experience free and vigorous acuon.

Bevause there s increasing integrauon of the blind in
all areas of hiving, their abihin 0 move abuut ncuds w be
developed to tts fullest. Blind youngsters want to be -
cepted among therr sighted peers aiel o hnow how w do
as others do. They wish to move with the samc ase as
do their sighted compantons, but 1f they recenve no ara
help and assurance @ burden s addud o thar handicap

Teaching Methods

How do we modify our methods 1o teach dance to the
blind? Dance 1s dependent upon the devclopmant of the
kinesthctie sense Yer, buny visually-nundad, we often
say, "Do 1t hke this,” or Tl show you” and than we
demunstrate the patterns with somctimes @ bit of Counng
of singing to set the rhythm Our students, who havd toen
mimicking what they see over sinee they could see do
their best to copy the dumunstrauun

When teaching the bhind, however, we must think out
more clearly just what 1t 1s that we wish done wind how 1t
is to be communiated. Teaching dance to the blind s
slow at first, because thesr vocabulary of movemant
more Jimited than that of sighted (uldren, The mcmng
of verbal descriptions for wtion have w b morc carcfully
established.

Most children in the wurse of thar davdlopment e
to gallop and ship, w run and liap, to jump and hop
After they have discovered these acuvitics for thumsclves,
they are generally given the word for cach acnon. But
blind children's freedom to move nuy hase bean so dias
tically curtaded that they have no wian of what acnon is

.

MARGARET P. DUGGAR s taught at Chatham Cul
lege and the Western Peanyliama Schod fur Blind
Children 1 Putshurgh, Pennyltanua, whare she gamed
the experience shared in this arircle. She 15 currently luing
in Belmont, Caltfurnia. Photugruphs taken at Western

@' ma Schuol for Blind Chuidren, by Charles Martin
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mcant by the word Ship ™ To help tham o discaver the
quik freedom and bounce weprosented by Uship” is both
a didight o them and o real chullenge for the teacher
One wannot teach as muany in one Jass effectively when
the students are blind. To stablish a varbal vousbilary for
movement (s often neessary o use touch —to have a
student feel the wachod’s movement or bo moved by the
teacher. Thus one must work for @ while in & one to vne
redavonshup, demanding aither very small dlasses or sev
cral sighted wsastants, More individual assurance tha they
understand W) are performing an acuon correctly s
ncuded when the students cannot see what others are doing
Blind huldrcn have scldom eaperiencad the sheer fun
of running fast tand some have never leapad), they

Jlove o discover fuste vigorous Tocometion done with a

sighted companon or so stracturad that they hnow where
thy wn go s.ly They enjoy a strenuous folkh dance
such as Trohao which they can learn as readily as any
sighted group once o confidence 1o move with lightness
and speed has Leen gained.

Spatial  Awareness

The bhind must imaginatinely make for themselves .
untlicd whole of the world o a larger extent than the
sighted, since the blind lean their environment through
toudnng it i hits and preces while the sightad can obtair
a wholt pattern of near and far at a glince The wneep
Cforming s satial dosigns of which they an be totally
aware through we of the bidy’s mova ent opens ar
oaating oew world w many blind (wlarai. The bline
respond with even more pleasure than sighted children on
disorering how the legs and arms can move in various
ways to mahe designs i space. The first ume 1 assisted
an cager sisth grader through o simple pars de bras she
exclaimed, "Oh, how beautiful' Once they grasp the
basic rdeas, <hey are as ready and as wise as sighted
children in assisting to phin the choreography for a dance

Learming w become Kinestheswally aware of his posi-
uon and path in space ts not only neces wey as a dance
shill but is of the utmost importance for his daily Hving
to the blind, A Magpole dance taught o sceond and third
gradurs gave thent an opportunity to skip frecly while
maintaining a large circle. When we started, many of them
could not move n such a way as to keep the ribbons
always ught but made a meandering path when the
feching that & cirve 15 movement around a central point
was lost. To produce successive curves s difficule even
for many sighted persons.

Fifth and sixth graders and older blind hildren find
plessure in jumping wath quarter, half, and whole turns,
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many are able to accomplish even the whole turns with
relative ease However, walking accuraely in o square s
more difficule It is a (hallenge whon some objeet 1
placed on the floor at therr feet and, after o series of
walks, skips. gallops, or runs to music ur drums, they are
able to arnive at the startung objcr igwn Danang out
patterns, such as a Large heare with Loy cdges and o pture
inside for Valentine's Day. is both fun and an ad w
spatwal orientation

Body Awareness '

.

The blind often have trouble with balanue. and helpiog
them to become alert to the body as a whole, as it is
shifted from onc position to anothicr, seems o help them
Many blind cluldren expericnce locomotion only as a
slow shuffling gait with upper arms held nghtly o the
sides, clbows bent, hands held out in front. heads dreoning
forward To show thum thar they wun balanie on one
foot and frecly swing the other leg ac the hip jeint. that

“they can move therr arms at the shoulder joint, that chey

can lift thaar head wnd breache more frechy, and further-
more, that all this van be done sunuleancoush—rev cals
a new world to than Since "hey have never seen daine,
the very wdea chat the budy s form . ud moton whach
can be sculptured ws they might work with (day s an
exciting concept :

Rbythmic Perception

Blind (hildren wih the most Timuted movaneur ability
often for surpass sighted students in the percpuion of
rthythm designs and memonizaton of thythme pateens
The blind win ubtun the fwd of an acon through s
rhychm first and devdop and reding it partern 10 space
later, whercas i thesighied the process 1s otten the orher
way around  After spending ume with the blind, o danee
ceacher comes w raalize more fully thar sonie of the
difficulties in learming penicacad by the sightad stem
from continuing to rly un the visual wspect of movement
rather than ganing it hinesther, thythuue feel.

Bhind children respond well to the use of percussion
instruments They are quich W pich up and t invent
rhythmic designs with which to accompany themselves, |
found them inclined o stamip our rhythms they had been
given for musement Whic this hu- the practical purpuse
of establishing a group fecling and vf knowing where
their vompanions are su they can avod collisions, 1t add
to their alrcady too-well-ostablishad habits of bang carth
bound and heavy in moving. When given blls, tamibo-
rines, or other similar sound makers, they «in muve morc
ligktly, this also adds to the fun and group awarcness

Sound and Motion

The use of different instruments for mucching quality
of sound and movement is as much fun for hun as for
sighted children A whole gamut of characters. situations,
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and dramas Gan be developed with o gong, 2 unkling
uny bell. or a4 strongly struck drum.

“Please et me see that™ is the quesuon when instru-
ments unfanubar in sound are brought o the dance
session The (ldren want o investigate the instrumeais
and Jearn Low thy are played. They can feel as well
as hear the vibrations of 4 gong going on and on after
it has been struck, This helps them to attun a sustained
motion when using the geng for accompamment. The
contimung vibratory motion of th~ gong can be con-
trasted with an instrument such as a wood-block which
needs a sharp stroke for the sound and has very licle
subscquent vibratton  Thus sound and motion are inte-
gratad i a sighdess world. Through danang this intes
gravon wan be developed further as the children move to
the whisthing and flow of the wind over them when they
run, to the sound of waves and passing trucks, to the
sounds made by voices and words and music.

Teaching by Analogy

In using analogies and images a new teacher of blind
children can muke umusing mistakes For instance, to help
me o learn names quukly—a necessity in working
with the blind- -and o give thzm @ problem i spatial
destgn. T suggosted o a group of second graders that they
spell their names m large letters on the floor with their
feet. They all started a4 mosr wonderful tattoo of hops and
jumps. writing in braile!

Muny descripuions for types and qualines of movement
«n b the same for blind as for sighted (hildren. Huge
gants, uny mue, funny (lowns are the same for both
groups The dance teacher soon finds that not all images
are equally useful, however, A blind hild may ot im-
nicduately know that an wirplane’s wiags i the sky differ
from rhose of & bird or a butterfly. “Banking like an air-
pli..” so helpiul in teaching rurves and ardes to sighted
hildren, s sumet™ung not so familar w a blind ch id
and must be tugt  as a process before 1t can be used
4s 4 comept for nountaming srientotion - space when
moving on a curve * path,

Objects tht can be touched can be used with blind
children o set off discussion and experimentation in- new
dance possibilities. They can show the dance of the petals
of ¢ flower, u prilly pine branch, a smooth stone, a
rubber band, a straight stick.

. Visually handicapped children recerve the same pleasure
i and have the same need for vigorous movement ex-
perienees as thar sighted fellows: In fact, ther need for
iresthetie awareness and memory may well be greater
than fur the sighted Dance ranks high among the physical
activities from which blind children can benefit. There is
hdle difference betweer the sighted and the unsighted in
whit win be be taught and wijuyed 1n dance, but as with
any (huld, the teacher must start with where the child 1s and

0

with a4 language he can understsnd,

wlucat ion and Recrvation, May 1964
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ADDITIONAL RESOURCES ON DANCE

Sources of Records

1. A. B. LeCrone Rhythms Record Company, 819 N.W. 92nd Street, QOklahona
City, Oklahoma 73114.

2. Bridges Dance Wear, 310 West Jefferson; Dallas, Texas 75208.

3. Educational Activities, Inc., P.0O. Box 392, Freeport, New York 11520.

4. Folk Dance House, 108 .West 16 Street, New York, N.Y. 10011.

5. Hoctor Dance Records, Inc., P.G. Box 38, Wallwick, New Jersey 07463.

6. Kimbo Educational, 86 South Fifth Avenue, Long Branch, New Jersey 07740.
- .

7. Lyons, 530 Riverview Avenue, Elkhar ., Indiana 4657T4.

8. Q T Records, Statler Record Coréoration, 73 Fifth Avenue, New York,
N.Y. 10003.

9. Rhythms Productions Records, Whitney Building, Box 34485, Los Angeles,
California 906034.

Periodicals About Dance

The following newsletters and journals are either totally concerned
with dance or often .arry articles or noteworthy items dealing with dance.
Although articles on dance for physically handicapped persons. will probably
be in the minority, readers can use these iodicals to glean ideas,
share their programs with individuals who mMight never have thought of dance
as a possibility for physically handicapped] persons, and keep in touch with
the broad field of dance. \\‘

1. American Dance Guild uewsle.ter (monthly), 1619 Broadway Room 603,
New York, N.Y. 10019.

2. American Dance Therapy Associatircn Newsletter (quarterly), 1000 Century
Plaza, Suite 216E, Columbia, Maryland 21044.

3. Dance Magazine, Danad Publishing Company, Inc., 10 Columbus Circle,
New York, N.Y:™ . ’

4. Dance News, Dance News, Inc., 119 West 57th Street, New York, N.Y. 10019.

5. Dance Research Journal, Committee on Research in Dance, 35 West Fourth
Street, Room 675D, New York University, Washington Square, Department of
Dance Education, New York, N.Y. 10003.
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6. Dance Scope (semiannual), American Dance Guild, 1619 Broalway, Room 603,
New York, N.Y. 10019.

7. Journal of Physical Education aad Rcuneat-oa, AHPER, 1201 16th Street,
N.W., Washington, D.C. 20036. -

8. Spotlight on Dance (Newsletter), National Dence Association, 1201 16th
Street, N.W., Washington, D.C. 20036.

Organizations Concerned With Dance

1. American Dance Guild, 1619 Broadway, Room 603, New York, N.Y. 10019.

2. American Dance Therapy Association, 1000 Century Plaza, Suite 216E,
Columbia, Maryland 21044.

W
.

Committee on Research in Dance, 35 W. Fourth Street, Room 675D, New York
University, Washington Square, Departme it of Dance Education, New York,
N.Y. 10003. ) S

4, Couﬁtry Dance and Song Society of Ame.ica, 55 Christopher Street, New
York, N.Y. 10019.

5. TImperial Society of Teachers of Dancing, Unit ' States Ballroom Branch,
Box 90, Vernon, New Jersey 07462.

6.° Laban Art of Movement Guild, c/o Laban Art of Movement Cen..e, Woburn Hill,

Addlestone, Surrey KT15 2QD, Fneland.

7. The National Dance Association, American Alliance for Health, Physical
Edication, and Recreation, 1201 16th Street, N.W., Washington, D.C. 10036.

8. National Therapeutic Recreation Society, 1601 North Kent Street,
Arlington, Virginia 2220S.

Printed Materials

Published material pertaining to dance for physically handicapped
individuals is scarce, and a bibliography that contained only a listing of
thosu materials would be short indeed. Books, articles, and papers on dance
for individuals with a variety of handicapping conditiors have much to offer --
general ideas for dance programs, rationale for dance as a therapeutic
recreation activity, benefits of dance. Therefore, even though this publi-
cation deals with dance for physically handicapped persons the bIbliographic
listing which follows represents materials on dance for persons with
all handicapping conditions.

4 ..
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General Sources on Dance

1. Andrews, Cladys. Creative Rhythmic Movement for Children. En_'ewood
Cliffs, New Jevsey: Prentice-Hall, Inc., 1954.

Explores'movement in relation to child development and creativity.

Sections cover movement exploration, deveropment of movement, effects
of space and rhythm on movement, making percussion instruments, ideas
and compositions, for movement, and music and progressions for dance.

2. King, Bruce. Creative Dance: Experience for Learning. Blawenburg,
New Jersey: Dance World Books, 1968.

Introduction to the creative teaching of dance to children. Discusses
creative dance in elementary education, principles and techniques of
creative teaching, and interests of children that can be used for dance.
One section deals with the teacher's skilis and attitude. A biblio-
graphy is included.

7 3. Kraus, Richard. Pocxet Guide of Folk and Square Dances and Singing
- Games. Englewood Cliffe, New Jersey: Prentice-Hall, Inc., 1966.

This bdok is designed for elementary grades, but it could also be used
with older mentally retarded children. Begins with such activities

as "Fivé Little Chickadees" and the "Mulberry Bush", to "Virginia Reel",
"Maypole Dance", "Salty Dog Rag" and square dancing.

4, Kubitsky—Kaltnmn. Teachers' Dance Handbook No. 1. Fréeport, New York:
: Educaticnal Axtivities, Inc., (P.0. .Box 392, 11520), n.d.

Outlines a definite program with progression based on growth and
development. Begins with rhymes, songs, plays, and simple dances to
more advanced national dances of many countries. Explicit directions
and tunes are included in each dance. ’ ¢

5. Latchaw and Pyatt. A Pocket Guide of Dance Activities. Englewood
Cliffs, New Jersey: Prentice-Hall, Inc., 1958.

i Gives explicit directions for movement experiences in play acting,
creative movement, music with movement, graduallyv working from simple
nursery rhyme dances to popular folk dances.

6. Mason, Kathleen Criddle, editors. Dance Therapy: Focus on Dance VII.
Washington, D.C.: American Alliance for Health, Physical Educatioa,
and Recreation, (1201 16th Street, N.W. 20036), 1974. $5.50.

Compilation of articles exploring the development, theory, and metheds
of dance therapy. Philosophy and methods are examined for the role of
the dance therapist in a’psychiatric setting, as a member of a clinical
team, in group therapy, and iu individual work. Techniques for research
and observation are examined. Dance is discussed for the following
special groups: ‘children with minimal brain dysfunction, the visually-
impaired, the deaf, children with emctional or learning problems, and
older people.

Q 1 10y
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Nagel, Charles, and Moore, Fredricka. Skill Development Through Games

and Rhythmic Activities. Palo Alto, California: The Natioral Press,
1966.

Material presented is useful to personnel directing the progression of
skill development for various age groups. Definite skills are related
to practice in these areas: goals and purposes for developing movement
skills; ball skills; rhythm skills; advanced ball skills; team games;
and dance skills for folk and social dance. The carefully worked-out
progressions and many sequential illustrations make the contents quite
appropriate for those who work with the mentally retarded in physical
education or recreation programs. )

Schmai_, Claire. "What is Dance Therapy." Journal of Physical Education

and Recreation 47:1:39: January 1976.

Explores the differences between dance therapy and dance teaching.
Although good dance teaching is therapeutic, dance as therapy requires
intentional therapeutic intervention.

Schmais, Claire. '"What Dance Therapy Teaches Us About Teaching Dance."
Journal of Health, Physical Education, and Recreation 41:1:34 35,88;
January 1970.

The underlying theme of dance therapy —- reinforcing the ability to
communicate -- is reflected through experiences and comments of a dance
therapist. Attention is given to the important elements of a dance .
session and the use of effort-shape theory t¢ give meaning to movement.
Exploration of the structure of a typical dance class, the growth of
social interaction as a result of dance, the possibilities of using
dances from other countries in order to express the culture of other
people, and the field of modern dance are discussed in relation to
dance therapy. )

1Snyder, Mary Cowden. 'Dance as a Lifetime Sport.' Journal of Phys:ical
Education and Recreation #6:6:36-37; June 1975. .

Discusses the benefits of dance for a physical fitness program. Dance
techniques can furnish the building blocks for all kinds of movement.

Weiner, Carole. Dance-Movement Therapy sibliography. Helmuth, New York:
Gowanda State Hospital, 1973.

These sources on movement and creative dance are applicable to all
ages. Emphasis is on materials used with mentally, physically and/or
emotionally handicapped children. Listings include articles, biblio-
graphies, books, booklets, films, journals, newsletters, equipment,
odds and ends, and musical instruments.
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16.

‘Dance for Mentally Retarded Persons

Calder, Jean E. '"dMance for the Mentally Retarded " Slow Learning Child
19:2:67-78; July 1972.

The role of dance in education and particularly in the education of the -
mentally retarded is discussed. Considered are such factors in dauce
programs as size of class, appropriate selection of types of dances,

the variety of accompaniments possible, and the role of the teacher

in the dance program. A review of research relating to the place

of dance in programs for the mentally retarded and te the significance
of dance programs in perceptual motor development programs is presented.

Canner Norma. . . . and a Time to Dance. Boston, Massachusetts:
Beacon Press, 1968.

The use of creative movement and dance to help young retarded children
is described through narrative and through 125 photographs which
represent the physical aid emotional growth of a class and illustrate
activities and techniques. Teaching methods are suggested for circle
activities, nonparticipants, the isolation of body parts, locomotor
movements, activities with sound, instruments, and other materials,
and rest period objectives and procedures. A discussion of teachers'
workshope is included.

Dobbs, J. P. B. The Sléw Learner and Music:. A Handbook for Teachers.
New York: Oxford University Press, Inc., 1966.

’
Describes the value of music for slow learners and emphasizes the
significance of music in the schools. 1Instructional activities and
methods are suggested for group singing, instrumental music, listening,
and movement and dance. Appendices provide lists of general background
reading, music books for teachers, song books, records, film strips,
books and music for movement and dance, music publishers, and related
associations.

Ginglend, David R. The Expressive Arts for the Mentally Retarded.
Arlington, Texas: National Asso-iation for Retarded Citizens, 1967.

Includes selected articles to stimulate thinking about the role of
expressive arts in educating and training the mentally retarded, and
in broadening their interests and activities during leisure time.
Areas included: art, arts and crafts, communicatior and language,
dance, dramatics, and music.

Grassman, Cyrus S. '"Modified Folk and Square Dancing for the Mentally
Retarded." The Physical Educator 15:1:32-35; March 1958.

Provides modifications for four standard dances which can be used with
groups of mentally retarded age 7-12, IQ 50-75. For each dance includes:
record needed, formatiqn, movement per measure, words when used, and
other possible adaptations. Dances include: "Bingo," "Seven Steps,"
"Masquerade,"” and "Waltz Quadrille."
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18.

19.

20.

21.

22.
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Miller, Ann. "Growing with Music." Excentional Children 20:305-307,
310-311; April 1954.

Singing and dancing were the two wusical activities chosen to be used

in a junior high school class for mentally retarded children. Singing
was taught by rote and consisted mainly of familiar songs with repetitive
words. Folk dancing was first introduced through the use of musical
rhythms. Simple dances were then taught with the express purpose of
conducting an activity which assured immediate success and satisfaction.

Tipple, Blanche. 'Dance Therapy and Education Program."™ Journal of
Leisura .lity 2:4:9-12; October 1975.

Describes the dance therapy rrogram at Mu xoka Centre (Gravenhurst,
Ontario). Over 150 mencally retardel residents participate in twice
weekly classes consisting of ballet, tap, acrobatics, and ballroom
dancing. The dance program is not only fun but also enhances muscle
coordination, body movement, and social behavior.

Dancé for Mentally 111 Persons

Blankenburg, W. "Tanz in der Therapie Schizophrener (Dance in the,
Therapy of Schizophrenics)." Psychotherapy and Psychosomatics 17:5-6:
336--342; 1962.

[

1

Descrives the use of dance as a therapeutic modality in the treatment
of schizophrenia. Various dances from different epochs in the history
of dance were employed..

Carroccio, Dennis P., and Quattlehaum, Lawrence F. "An Elementary
Technique for Manipulation of Participation in Ward Dances at a Neuro-
psychiatric Hospital." Journal of Music Therapy 6:4:108-109; 1969.

Discusses ways to increase participation in a weekly dance via manipu-
lation of environmental variables.

Gewertz, Joanna. ''Dance for Psy *hotic Children." Journal of Health,
Physical Education, and Recreatiuva 35:1:63-64; January$1964.

Describes the sessions of a dance therapy program for fifteen psychotic
chi'd.en. Discusses the methods used to elicit participation. Program
vvas led by a volunteer—teacher.

Hukerty, C. J.; Quirk, J. P.; and Swan, W. 'Dance Therapy with Psychotic
Children." Archives of General Psychiatry 28:5:707-713; May 1973. !

The development and evaluation of a dance program are described. The
program was designed to modify a variety of irregular and disordered
body-movement patterns common to psychotic children; it was conducted
in a day-care unit for psychotic children.




23.

25.

26.

27.

28.

30.

Paley, A. M. '"Dance Therapy: An Overview." American Journal of
Psychoanalysis 34:81-83; 1974.

Roberts, A. G. '"Dance Movement Therapy: Adjunctive Treatment in
Psychotherapy.'" Canada's Mental Health 22:4:11-; December 1974.

Sandel, S. L. 'Integrating Dance Therapy into Treatment." Hospital
and Community Psychiatry 26:7:439-440; July 1975.

Dance for Persons Who Are Visually or Hearing Impaired

Case, Maurice. Recreation for Blind adults. Springfield, Illinois:
Charles C. Thomas, 1966. -

The effects of biindness in adults, activity programs, and the admini-
strative technicalities of these programs are discussed. Activities
include arts and crafts, study and participation in dance and drama,
group activities and social events, literary and language activities,
nature outings, sporting events, and miscellaneodus activities. The

chain of administration, programing, financing, and physical facilities,
including operational problems, are included in addicion to the practical
problems of recruiting, transporting, and charging patients for the
services. ’

Chapman, Ann, ard Cramer, Miriam. Dance and the Blind Child. New York;
American Dance Guild, Inc., 1973.

~

Details of teaching one blind child in a class of sighted children.
Includes 8 pages of lesson plans.

Duggar, Margaret P. 'What Can Dance Be Lo Someone Who Cannot See?"
Journal of Health, Physical Education and Recreation 39:5:28-30; May 1968.

Methods . : teaching blind children to dance are suggested, including
establishing a verbal vecabulary of movement and using analogy and
images. Also explained are methods uf developing spatial awareness,
1 ody awareness, and rhythmic perception, and of using instruments for
matching quality of sound and motion.

Kratz, L. E. Movement Without Sight. Palo Alto, California: Peek
Publications, 1973.

Provides a definition of blindness, the role of relaxation, and posture
locomotion. Activities cover individual stunts and self-testing,
rhythms, and dance.

¢
Polk, Elizabeth. 'Notes on the Demonstration of Dance Technique and

Creative Dance as Taught to Deaf Child en, Ages 7-11." Journal of the
American Daace Therapy Association, In . 1:1:4-~5; Fall 1968.
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Methods and techniqucs for teaching deaf children to dance are suggested.
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Wisher, Peter R. "Dance and the Deaf." Journal of Health, Physical
Education, and Recreation 40:3:81; March 1969.

Discussion of considerations for hearing impaired participants in dance
activities. Accompaniment, tactile cues, creativity, balance, relation-
ship to speech development, student interest, and program values are
covered

Dance for Physically Hendicapped Individuals

Hecox, Bernadette, Ellen Levine, and Diana Scott. "A Report on the Use
of Dance in Physical Rehabilitation: Every Body has a Right to Feel
Good." Rehabilitation Literatare 36:1:11-16; January 1975.

Describes and evaluates a dance program for physically handicapped adults
that has been going on for three years at St. Luke's Hospital (New York
City). Components of a well-balanced session include body warm-up,
exercises basad on dance techniques, movement involving others,
opportunity for individual expression, and movement just for fun. Five
case studies illustrate the values of dance to participants with various
physical handicaps. . .
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