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Thursday, October 4 – Sunday, October 7, 2018
Hyatt Regency La Jolla at Aventine

San Diego, CA

Make your plans NOW to attend Conference next year. Full registration information listing pre- and 
post-conference intensives (additional registration fees apply) will be available in Spring 2018.

Registration Rates and Deadlines:
Registration will open in Spring 2018 at www.ndeo.org/conf2018.

Early Bird (ends 5/30/18)……………………………………………………………………..$380
Regular (5/31/18 – 8/8/18)……....................................................................…………$430
Late (8/9/18 – 9/19/18)……………………………………………………..……..........................$480
On-Site (9/20/18 – 10/4/18)…………………………………………………………......................$530
Student* (ends 9/19/18)…………………………………………………........................$215

*For students whose institution is a member of NDEO, a $50 registration discount is available.

One-day conference registration rates are available starting with an Early Bird rate of $195.

Conference Hotel Reservation — Reservations are open now!

Hyatt Regency La Jolla at Aventine
3777 La Jolla Village Drive

San Diego, CA 92122

Reservations: 1-888-421-1442 or https://aws.passkey.com/go/ndeo20

Special NDEO room rate: $189/night plus tax for single and double occupancy.
NDEO room rate is available until 9/13/18 or until rooms run out, whichever occurs first.

Connections, Knowledge, and Leadership:
A New Era in Dance Education

Plan Ahead For NDEO 2018
20th Annual Conference
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Mission Statement:
The National Dance Education Organization (NDEO) advances 

dance education centered in the arts.

To this end, NDEO works with artists, educators, and administrators in diverse educational environments 
including colleges and universities, PreK-12 institutions, private studios and schools of dance, and 

outreach programs of performing arts, community, or cultural organizations.
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8609 Second Ave, #203-B
Silver Spring, MD 20910
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Call for 2017 Top Paper Citation Submissions

If giving a scholarly presentation in an individual or panel session, the JODE Editorial Board 
invites you to submit a paper based on this presentation to be considered for NDEO’s Top Paper 
Citation (TPC). TPC is intended to honor a distinctive paper in the field of dance education 
that was presented at the Conference. The winner, in addition to being recognized by NDEO, 
may have the opportunity to be published in JODE.

As submitted papers are ONLY what was presented, please: 
- do not exceed 12 double-spaced pages (3,000 words), excluding bibliography and 

citations
- do not include any illustrations, slides, or hand-out materials
- submit as MS Word Documents (please no identifying headers) to sherriebarr@gmail.com

For those presenting from a PowerPoint, you are welcome to convert the 
presentation into a paper that meets the above criteria.

Evaluation will be based on a 3-part rubric that includes:
 -clear presentation of overall question, framework, and methodology
 -clear development of thought and an informed bibliography
 -clear conclusion that also addresses overall contribution to the field

All papers must be submitted by Friday, December 8, 11:00 pm EDT; 
there can be no exception to this deadline. Submissions from new or 
unpublished authors as well as established scholars are welcomed. 

Please contact Sherrie Barr, sherriebarr@gmail.com or 
Matt Henley, matt.k.henley@gmail.com with questions.



November 2017
 
Greetings! The National Dance Education Organization Board of Directors and Staff welcome you to the 
NDEO’s 19th Annual National Conference, “Cultivating Equity and Access: Dance Education for All.” Over 
the next four days, you will have the opportunity to choose from over 200 papers, panels, workshops, and 
special events that focus on ways that we can celebrate, promote, and stand up for dance education in our 
schools, communities, and nation. 
 
This year marks year three of our Decade of Dance Education initiative, a ten-year campaign to help raise the 
profile of NDEO and the field, as well as build the funding needed to ensure our financial health and grow our 
programs and services. This past year NDEO has focused on augmenting infrastructure. From completing long-
needed improvements to our office, to developing a solid committee structure, to strengthening programs and 
building new partnerships, NDEO continues to do what is needed to advance dance education centered in the 
arts. Be sure to attend the NDEO Town Hall Membership Meeting on Monday November 13th from 4:00 - 5:30 
in the Regency Ballroom to learn more about NDEO’s ongoing progress. 
 
NDEO gives special thanks to our On-Site Conference Planning Committee, chaired by Tina Curran, for 
working with the NDEO Staff to ensure a successful and enjoyable conference. This conference would not 
be possible without the expertise and dedication of the NDEO staff: Vilma Braja (Director of Finance and 
HR); Melissa Greenblatt (Managing Director); Betsy Loikow (Director of Conference and Events); Tiana 
Chambers (Director of NSHDA); Shannon Dooling (Special Projects); Jane Bonbright (Director of OPDI); Ed 
Scheff (Conference Program Book Editor); and Anne Dunkin (DELRdi Coordinator). I also want to thank our 
incredible interns Shelby Bensinger and Michelle Benson who provided tremendous support to the staff and 
organization this summer. Be sure to thank these individuals when you see them at conference. We are also 
grateful to our many volunteers who help make our conference run smoothly.
 
We welcome you to San Antonio, Texas and hope that you enjoy the many cultural, artistic, and entertainment 
opportunities that the region offers.

Susan McGreevy-Nichols
Executive Director
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Rick Southerland

National Dance Education Organization
President’s Welcome

November, 2017

Greetings and Welcome to the 19th Annual National Conference, Cultivating Equity and Access: Dance 
Education for All, here in the culturally rich and vibrant city of San Antonio! 

This has been both a tremendously successful, but also quite challenging year for all of us at NDEO, our 
friends, our families, and you! I find it ironic that while this conference was booked several years ago, 
with changes in legislation at local, state, and national levels, and the weather events that continue to 
affect our friends here in Texas, Florida, Puerto Rico and everywhere in between, our theme Cultivating 
Equity and Access is perfectly suited. 

Throughout the Spring, the Texas legislature passed a few bills that, unfortunately, now prevents access 
to many, creating inequities. Hurricane Harvey recently swept through the southeast region of the state 
bringing great devastation to its citizens. This monster storm did not discriminate against those in its 
pathway. Testimonials in news media and social media outlets indicated that folks did not discriminate 
who, what, how, when or where amongst the chaos. Instead, without question, without hesitation, 
provided love, warmth, food, shelter and support of one another. 

Dance also does not discriminate. It is inherent in each of us. It is how we communicate, whether 
formally trained or not. And then there is what dance does. It brings joy – whether participating or 
observing. This emotion, too, does not discriminate and is accessible to all!

As I thank you for joining me here in Texas, for putting aside any fears of discrimination or fears of effects 
of Harvey we may encounter, let’s join hands, move together, and bring joy to this community! Let’s 
help our dance family here to both connect and re-connect, build and rebuild – showing San Antonio, 
the state of Texas, and this incredible nation the creative, innovative leaders that dance education has 
prepared us to be! As leaders, we don’t shy away, we leap forward. Together, this will get us one step 
closer to equity and access to dance education. Together, dance education for all!

Rick Southerland, President
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In 2015, NDEO launched The Decade of Dance Education (2015-2025), a ten-year campaign designed to raise the profile 
of dance education centered in the arts, while simultaneously ensuring the growth and development of NDEO for years to 
come. The mission of this campaign is to raise the awareness and funds needed to build and sustain NDEO in our next era of 
growth, so that we can best support and advance the field. The theme of the Decade of Dance Education is It All Starts with 
a Dance Teacher!, which recognizes enormous impact our members have on their students’ lives. As a dance educator, you 
have a real and lasting impact on their students, and NDEO is committed to supporting you through the Decade of Dance 
Education and beyond.
During the Decade of Dance Education, NDEO has made investments in our staff and programming, added new member 
benefits and services, and engaged in promotional and fundraising campaigns. Our goal is to elevate the organization’s 
profile nationally, and provide the best possible membership experience. Here are just a few of the new initiatives we’ve 
launched in 2017: 

 ● Posted an open call for Board Committee Members, who assist the NDEO Board of Directors with  
  relevant  projects and tasks, and contribute to the overall working of the Board.
 ● Developed a Mentorship Program, and launched a pilot version for K-12 teachers.
 ● Hosted the first-ever Men in Dance Symposium, a Special Topics Conference on issues related to men and  
  boys in dance.
 ● Began an initiative to have the Dance Entry Level Teachers’ Assessment (DELTA) recognized as the  
  official pre-service teacher’s exam in several states.
 ● Launched the Guest Blogger Program, an opportunity to NDEO members to have their articles published  
  on our Behind the Curtain blog.
 ● Adopted the National Registry of Dance Educators as an official program of NDEO, to help us better serve   
  dance educators working in the private sector by offering a unique credentialing process designed around their needs.

We hope that you will join us in our effort to raise the profile of NDEO and the field of dance education centered in the arts 
by participating in the Decade of Dance Education! Here are some ways that you can get involved:
 ● Share your story about the impact of dance education on social media using the hashtag    
  #ItAllStartsWithADanceTeacher and tagging NDEO. 
 ● Help us gather evidence about the value of dance education and NDEO membership by taking part in  
  our special surveys and testimony submissions throughout the year. 
 ● Consider making a donation to support our continued growth and development.
 ● Invite a friend or colleague to join during our July Membership Drive (or at any time!). 
 ● Lend your voice to dance education writing and research by submitting a guest blog post, or an article to  
  Dance Education in Practice or the Journal of Dance Education. 
 ● Start a Chapter of the National Honor Society for Dance Arts (NHSDA) at your school or studio. 
 ● Help us build knowledge in the field by contributing curricular resources, lesson plans, articles,   
  dissertations, or other documents to the Dance Education Literature and Research Descriptive Index (DELRdi)
 ● Get involved with the Board of Directors, or nominate a colleague for one of our National Awards. 
 ● Take advantage of our professional development programs including OPDI and Special Topics Conferences.

Together, we will advance dance education centered in the arts! 

Join the NDEO Decade of Dance Education
Membership Matters
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The Doug Risner Prize for Emerging Dance Researchers recognizes excellence in dance research 
and emerging scholars who conduct outstanding dance inquiry. Unpublished scholars submitting 
original empirical research study manuscripts to the Journal of Dance Education are eligible for prize 
consideration. The successful article will be published in JODE, along with information identifying the 
author as the prize recipient. The recipient also receives an honorarium that may be used for NDEO 
membership, conference costs, Online Professional Development Institute fees, and other professional 
services. 

This annual prize honors Dr. Doug Risner, Editor Emeritus of JODE, in recognition of his outstanding 
leadership as Editor, passionate commitment to dance research and research education, and his generous 
support of the National Dance Education Organization. Dr. Risner has published over 100 papers, 
essays, journal articles, and book chapters, won the NDEO Outstanding Dance Education Researcher 
Award in 2014, and was appointed Distinguished Faculty Fellow at Wayne State University in 2017. 

Applicants are invited to submit empirical research papers (qualitative, quantitative, or mixed method) 
on dance education topics. JODE broadly defines empirical research as any research that is based on 
qualitative observation (evidence) or quantitative experimentation. Observation may be direct (field 
observation, interview, focus group) or indirect (questionnaire, survey. Papers should be Feature 
Articles including a) an overview of current research, b) rationale for study, c) research question(s), d) 
data collection methods, e) findings/results, f) analysis/discussion, g) limitations and recommendations 
for further inquiry. Length: 5000-8000 words including references.

Topics: Any dance education topic is welcome. Some of Dr. Risner’s interests include:
-Dance and gender    -Boys and adolescent males in dance
-Social foundations in dance education -Humanizing dance pedagogy
-Sociology of dance training and education  -Dance teacher preparation
-Dance administration and leadership  -Teaching artists in dance
-Curriculum: theory, design, and online pedagogy

Papers must be submitted online via ScholarOne by June 1, 2018. Please read the guide for ScholarOne 
authors before making a submission, which can be found at 
http://www.tandfonline.com/action/authorSubmission?journalCode=ujod20&page=instructions

Questions may be addressed to Dr. Wendy Oliver, Editor: woliver@providence.edu

CALL FOR PAPERS 2018
Journal of Dance Education
National Dance Education Organization
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Congratulations to the
Award and Scholarship Recipients! 

Lifetime Achievement
Dr. Marcia L. Lloyd is Professor Emerita of Dance in the Department of Theatre and Dance at Idaho 
State University (ISU), Pocatello, Idaho, teaching for 25 years before retiring in 2001. She taught many 
forms of dance to all ages and abilities, but specialized in creative dance. Dr. Lloyd created a dance mi-
nor encompassing dance technique, theory, and dance education courses, and founded a student dance 
company, DANSON. She was a Visiting Professor in Dance at several Malaysian universities 1987-
2015, and a Fulbright Professor in Dance to the University of Malaya and Universiti Sains Malaysia in 
1999. She has published numerous dance education articles in American and Malaysian journals along 
with a recent book, Creative Dance for All Ages: A Manual for Teaching, published by the University 
of Malaya Press in 2014. This book is used in America and many other countries by preschool through 
secondary teachers, private studio teachers, and in university teacher-training courses. She is the Past 
President of the National Dance Association (NDA), and was a founding member and the first secretary 
of the National Dance Education Organization (NDEO). Dr. Lloyd was honored with the 2015 Lifetime 
Achievement Award by the Idaho Dance Education Organization (IDEO).

JODE and NDEO are delighted to announce the recipient of the 2017 Doug Risner Prize for 
Emerging Dance Researchers, Hannah Andersen. Her winning paper is entitled “Will This 
Make Me a Better Dancer? The Effects of a Novel Somatics Training Program on the Execution 
of Dance Skills,” and will be published in JODE in 2018. Hannah is a dance artist, educator, 
and Pilates Instructor, and received her MFA in 2017 from the University of Oregon, where 
she served as a teaching fellow. Her research and teaching have been recognized by NDEO, 
International Association for Dance Medicine and Science. In 2017, she received the Outstanding 
Dance Graduate Student Award at U of Oregon, as well as the NDEO Graduate Student award in 
2015. She has performed regionally and nationally, and has recently worked with the North Star 
Ballet in Alaska as a guest artist. This fall, she will return to Whatcom Community College in 
Bellingham, Washington to serve on the dance faculty, and will be performing and choreographing 
once again with Bellingham Repertory Dance. hannahandersendance.com. The Doug Risner 
Prize for Emerging Dance Researchers recognizes excellence in dance research for unpublished 
scholars. The prize honors Dr. Doug Risner, Editor Emeritus of Journal of Dance Education and 
his passionate commitment to dance education research. Risner has published over one hundred 
papers, journal articles, books, and book chapters and won the 2015 Dance Education Research 
Award from NDEO. The prize offers an honorarium that may be used for any NDEO services, 
including conference costs and OPDI courses. Look for our 2018 Call for Papers, coming in the 
fall.

Doug Risner Prize
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Contiunued
Award and Scholarship Recipients!

Martha Eddy, CMA, RSMT, EdD, author of Mindful Movement (now in paperback), researcher 
and author in somatic dance, specializing in perceptual-motor development and performance, 
health, conflict resolution, stress reduction and trauma recovery as well as eco-somatics, has co-
founded numerous organizations: Moving On Center, Moving For Life, Global Water Dances, 
and Center for Kinesthetic Education which houses www.embodypeace.org and EyeOpeners. She 
taught simultaneously with Bonnie Bainbridge Cohen at the School for Body-Mind Centering® and 
with Irmgard Bartenieff at the Laban/Bartenieff Institute of Movement Studies in the 1980s before 
creating a merger of LMA/Bartenieff with BMC - Dynamic Embodiment. Her faculty positions 
included NYU, Teachers College, Columbia, and Princeton. At Montclair State University, 
University of North Carolina – Greensboro, and St Mary’s College she teaches courses she has 
designed in movement observation, neuro-motor development, and functional anatomy linked to 
her somatic dance certifications BodyMind Dancing and Moving for Life Dance Exercise Health® 
(featured by CNN, CBS, NBC, WNPR), as part of low-residency graduate programs. She was a 
founding member IADMS (Dancer’s Health) and NDEO. She has served on the board of NDEO, 
CORD, as president of ISMETA.ORG and The Yard. She lives with her family in NYC, where 
she began performing dance at 92Y at the age of eight and has taught with DEL for 16 years.

Outstanding Leadership

Outstanding Dance Education Researcher

Jill Green, PhD, is a professor in The School of Dance at The University of North Carolina at 
Greensboro. She conducts research and teaches somatics, body studies, pedagogy, and research. Dr. 
Green’s writing is widely disseminated. Her work is published in a number of journals including 
Dance Research Journal; Research in Dance Education; Journal of Dance and Somatic Practices; 
Journal of Dance Education; Arts and Learning; Impulse; and Frontiers: Journal of Women’s 
Studies. In addition, she wrote chapters in a number of books, including Researching Dance: 
Evolving Modes of Inquiry. She is the recipient of a number of teaching awards and received a 
prestigious Fulbright Scholarship, allowing her to teach and investigate dance pedagogy, somatics, 
and body studies in Finland. She was invited to present her research in the United States, Canada, 
Finland, Taiwan, South Africa, Brazil, and Japan. As a former co-editor of Dance Research Journal, 
Dr. Green brought interest in dance education to the larger field of dance studies. Additionally, 
she edited the first special edition about somatics in the Journal of Dance Education. Currently, 
she is working on a book about qualitative research in dance education.
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Scholarship Recipients

2017 NDEO Professional Development Scholarships

Lauren Humm Fakete    Ella Matweyou    Lisa Sandifer

Bloch Continuing Education Scholarship
Sponsored by BLOCH

Thom Cobb Memorial Scholarship Winner

Cherie Hill

Erika Brown

Congratulations to the Recipients!
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Melissa Anast (1978-2017) Submitted by Louis Kavouras 

Melissa graduated from Carbon High School in 1996 where she was proud to be a cheerleader; she attended 
College of Eastern Utah and furthered her education at Bachelor of Fine Arts & Dance at the University of Las 
Vegas, and earned her Master’s Degree in the Fine Arts of Dance from Mills College in Oakland, California. 
She was a dance instructor at Eastern Utah Community College and was later promoted to Assistant Professor 
and Chair of the Dance department, she loved teaching dance and choreographing theater shows for the college. 
Melissa won Repertory Dance Theaters Iron Choreographer in 2012 along with her co-choreographer. Recently she 
choreographed shows for The Rio Theater in Helper, Utah. Melissa was a proud member of the Greek Orthodox 
Church; you would often see her at festivals teaching people how to Greek dance. She loved teaching Pilates and 
creating essential oil potions to help people heal.

Victor Anderson (1928-2017) Submitted by April C. Taylor 

A soft-spoken sage with a twinkling sense of humor and a zenlike spirit of modesty, quiet spirituality, and deep 
communion with nature, Anderson was born in Salt Lake City and grew up in Oakland, California. At 18, he 
enrolled in classes at San Francisco Ballet School and with Tatiana Svetlanova and Dorothy Pring in Berkeley, 
then moved to New York, to study with some of America’s leading ballet teachers, among them Pavlova’s partner, 
Aubrey Hitchins. He danced in several musicals, including Call Me Madam, on Broadway and in the national 
tour, and performed with Ruth St. Denis and Ted Shawn at Carnegie Hall. Anderson found his mentor in one 
of Martha Graham’s leading soloists, May O’Donnell, at whose studio, he met Frank Shawl. Both men joined 
O’Donnell’s dance company. In 1958, they opened The Shawl-Anderson Dance Center in Berkeley which will 
celebrate 60 years in 2018. 

Vera J. Blaine 1934-2016 Submitted by Rashana Perks Smith

Vera J. Blaine studied dance under the direction and mentorship of Helen P. Alkire, founder of the The Ohio State 
University Department of Dance. Blaine also studied professionally at the Martha Graham School of Contemporary 
Dance and at the Merce Cunningham Studio. Blaine was an extraordinary teacher, choreographer and chair of the 
department from 1983-1995. She was recognized nationally for her work on the Council of Dance Administrators 
and the National Association of Schools of Dance. She was the recipient of many honors, including The OSU 
Alumni Distinguished Teaching award in 1977, the first recipient of The OSU Chairperson Recognition award in 
1988, the Ohio Dance Award in 1996 and the University Distinguished Service Award in 2001.

Nina Butts 1936-2017 Submitted by Colleen Dean

Nina Butts graced Hampton University as the long-standing dance director, assistant professor, and artistic 
director of its award-winning Terpsichorean Dance Company. Throughout her tenure, she mounted concerts and 
educational conferences (supported in part by the NEA), and taught physical education and health. She served in 
many leadership roles:Cleveland Area Arts Council, Black College Dance Exchange, International Conference of 
Blacks in Dance, Ohio State Superintendents for Arts in Education (Advisory), and NDA. At Hampton University, 
Nina and I sat under the massive Emancipation Oak, the site of the first Southern reading of Lincoln’s Emancipation 
Proclamation, and which, it is believed, acted as the first classroom for Virginia’s freed men and women. We 
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In Memoriam
2016 -2017

contemplated how we must ensure quality dance education, artistically and as a healthy lifestyle, for all, and as a 
vehicle to express freedom and social justice.

Dr. James Catterall (1948-2017) Excerpt from Americans for the Arts webpage

Dr. James Catterall was Professor Emeritus and past Chair of the Faculty at the UCLA Graduate School of Education 
and Information Studies at the University of California – Los Angeles (UCLA), founder of the Centers for Research 
on Creativity (CRoC), and author of Doing Well and Doing Good by Doing Art: The Effects of Education in the 
Visual and Performing Arts on the Achievements and Values of Young Adults. Professor Catterall built his career 
on the inquiry of creativity and produced pervasive works that fueled the advancement of arts and arts education 
friendly policies in the United States and around the world. His seminal piece of work, Doing Well and Doing 
Good by Doing Art was published in 2009 and has been used by advocates in their efforts to ensure equitable 
access to arts education for every student. The research conducted a longitudinal study of middle schoolers who 
were exposed to quality arts education and tracked them into early adulthood, strongly connecting arts learning 
with both general academic success and prosocial outcomes. Professor Catterall regularly engaged with members 
of the field of arts education to pursue important research questions about the impact of arts education, including 
the National Endowment for the Arts, the Arts Education Partnership, members of Americans for the Arts such 
as Inner City Arts, Get Lit, and the Educational Theatre Association, and authored a piece with Americans for the 
Arts in 1999: “Involvement in the Arts and Success in Secondary School.”

Darrell Cleveland (972-2017) Submitted by Mary Williford-Shade

Darrell Cleveland was more than a performer; he was truly an artist whose talents were shared as a dancer, 
choreographer and teacher. Darrell was a principal dancer with Black Dance Theatre in the 1990s, and then pursued 
his teaching career. He earned a Master of Fine Arts in Dance from Texas Woman’s University in 2015. Members 
of his cohort have established and will present a scholarship named in his honor to an incoming MFA student 
this fall at Texas Woman’s University Department of Dance. Darrell taught throughout the DFW Metroplex at 
universities, dance schools and academies, including DBDT, touching the lives of many students and adults with 
his outstanding, knowledgeable training skills. Darrell, 45 years of age and only child, was born in Jacksonville, 
Florida. His presence, talent, and kindness graced our dance family in the TWU Department of Dance and the 
Dallas community. He will be greatly missed.

Florence Cobb (1921-2016) Submitted by Julie Kerr-Berry 

Florence Cobb was born in Muskogee, OK, on March 19, 1921. Her grandmother and great-grandmother were 
both slaves in the South, and her mother was a teacher. Enduring this country’s racial history, she headed off to 
college at the age of 16 to follow in her mother’s footsteps, becoming a teacher. She earned her B.S. at Lincoln 
University in Jefferson City, MO. and a M.S. at Tennessee State University. Later she moved to Mankato, Minnesota 
and started a Dance Minor at Minnesota State University, Mankato. Under her guidance, dance as an art and an 
academic endeavor flourished. Cobb taught for 22 years before retiring in 1990. In 2013, Cobb received a special 
citation at the Twin Cities SAGE awards that honored her vast contributions to the Minnesota dance community. 
‘I’ve shared time and space and energy with all of you. And that’s all it’s about on this Earth.’ ” 
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Thom Cobb (1951-2016) Submitted by Christine Cobb

Spanning forty four years, Thom Cobb’s career in dance began in the early 1970’s where he served as a graduate 
assistant at Illinois State University. Upon receiving his master’s degree he became a full time faculty member 
at Illinois Wesleyan University where he also choreographed and directed musical theater productions.  Hired at 
Slippery Rock University in 1978, he was instrumental in building the dance major and minor programs along 
with his colleagues. An expert in curriculum, having done further graduate studies in educational administration 
and curricular matters in the mid 1980’s, he taught at SRU until his retirement in 2014. Thom was the recipient of 
numerous regional, state and national awards-- most notably the 2008 NDEO Outstanding Post-Secondary Dance 
Educator Award, the 1999 PSAHPERD Elmer B. Cottrell Service Award, EDA 2004 Honor Award, 2006 EDA 
Scholar Award and the 2013 SRU President’s Award for Excellence in Teaching of which he was most proud. He 
was the SRU commencement speaker 2013, an ACDA adjudicator in 2015 and 2016 and taught at Dance Teacher 
Summit in NYC for 13 years. He served as PSAHPERD President in 1991 and was exceptionally honored to 
have served NDEO as President for a three year term (2013-2016). He is survived by his wife Christine, a proud 
NDEO member, who wishes all to visit Thom Cobb’s memory page on face book. Thom loved you all very much 
and would relish you sharing your memories and photos on his open page. 

Charles Rudolph Davis (aka Baba Chuck Davis) (1937-2017) Submitted by Elgie Gaynell Sherrod

Charles Rudolph Davis was the founder and Artistic Director of the African American Dance Ensemble, Founder 
of Dance Africa at Brooklyn Academy of Music. For over 20 years took hundreds of dancers to study traditional 
dance and music in the villages of West Africa regions. “Mr. Davis, who often said that he considered dance an 
agent of social change, performed, choreographed, taught and otherwise evangelized for the dances of Africa and 
the African diaspora for more than a half-century. He was known for both his re-creations of traditional dances 
from throughout the African world and for his contemporary choreographed pieces that fused African traditions 
with modern dance,” (excerpt from NYT’s obituary by Margalit Fox).

Elina Mooney Keuter 1943-2017 Submitted by Beth Lessard

Elina Mooney Keuter performed with modern dance pioneers Helen Tamiris, Daniel Nagrin and Charles Weidman, 
who created The Brahms Waltzes on Her. She also performed with Paul Sanasardo, Don Redlich, and Cliff Keuter. 
From 1970-1976, she directed and choreographed for the Elina Mooney Dance Company in NYC. She was on 
the faculties of C.W. Post College and Tisch School of the Arts. In California she continued to perform while 
serving on the faculties of San Jose State University, Santa Clara University and University of California at Santa 
Cruz. In 1988 she became an esteemed professor, choreographer, Artistic Director and colleague at Arizona State 
University. She retired in 2008 and resided in Mesa with husband Cliff Keuter. She died at home on February 26, 
2017. A private Celebration of Life was held in Tempe on April 29, 2017. 

Kate Kuper (1954-2016) Submitted by Isabelle Collazo

Kate Kuper (1954-2016) was a teaching artist and Lecturer at the University of Illinois. She was beloved by her 
students big and small; she mentored aspiring dance educators in best practices and lead the community-outreach 
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and creative dance programs. Kate’s classes focused on creative and physical expression and emphasized social 
skills, teamwork, problem-solving and divergent thinking. She became one of the most sought-after Illinois Arts 
Council artists-in-residence, at one time having six school residencies a year — the maximum for any artist in 
the program. In 1986, the National Endowment for the Arts recognized Kuper for her choreography and in 2000 
the Illinois Alliance for Arts Education recognized her contribution to the field of education. Additionally, Kate 
developed teacher training and classroom instructional materials. Her last book, published in summer 2016, was 
“Fantastic Forces: Music, Movement and Science” designed for teachers and co-written with UI Engineering 
lecturer Troy Vogel.

Andrea Lawson (1969-2017) Submitted by Beth Wright Fath

Andrea Lawson was the North Carolina Arts Council’s Music, Dance, and Community Engagement Director. In 
this role she was connected with performing arts organizations across the state, working on a variety of initiatives 
to strengthen arts opportunities. Her background was as a musician, but she approached her work with dance 
organizations and artists with curiosity and enthusiasm, becoming one of our field’s strongest advocates. She was 
eager to support our work in forming NCDEO and looked forward to opportunities to help dance educators learn 
the ins and outs of arts funding. Colleagues remember her as a vibrant, generous collaborator, and she will be 
dearly missed. NCDEO was greatful to have Andrea as a presenter at our first conference and was looking forward 
to her presenting at the second one, when she passed away suddenly. 

Margaret Mains (1914-2016) Submitted by Marcia Lloyd

Margaret Elizabeth Small Mains, a dance education pioneer, began teaching French, but discovered dance at 
Bennington summer programs in Vermont (1938) and California (1939). Earning an MS degree under Margaret 
H’Doubler in 1942, Margie (hard “g”) taught dance at Ball State College, Indiana (1942-44); University of Utah 
(1944-45); University of Illinois, Urbana (1945-48); and University of Wyoming (1948-81). In Laramie, she also 
taught privately in her home studio, and conducted outreach programs for all ages throughout the state of Wyoming. 
Margie studied dance internationally in Japan, Korea, Eastern Europe was one of three American dance educators 
selected to attend “Arts Dialogue/USSR” for 3 weeks in Russia in 1990. She was President of the National Dance 
Association (1976-77); received the William Como Award for Pioneer Service in Dance in Wyoming from Dance 
Magazine (1987), and the Wyoming Governor’s Arts Award for Excellence in Dance (1993).

Kabby Mitchell III (1957-2017) Submitted by Marie Chong

Kabby Mitchell III was a dancer with Pacific Northwest Ballet, Nederlands Dans Theater, and Dance Theater of 
Harlem. He was the Founding Director of Tacoma Urban Performing Arts Center (TUPAC), as well as a professor at 
The Evergreen State College. He has created choreography for, “Black Nativity” (the Langston Hughes musical play 
that was a Seattle holiday tradition), Seattle Opera, Seattle Repertory Theatre, ACT, ARC Dance, and Bathhouse.
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Marcy Plavin (1932-2016) Submitted by Lynda Fitzgerald

Marcy Plavin started the dance program at Bates College in Lewiston, Maine in the 1960’s. Her passion and 
dedication were unmatched and she nurtured countless students as the program grew with time. She established 
the Bates Modern Dance Company, and introduced courses to the Bates curriculum over the ensuing decades. 
35 years ago, while still directing dance at Bates, Marcy started and directed the Bates Dance Festival for five 
years before handing the reins to Laura Faure. Marcy remained a consultant for the festival until her death. She 
retired from teaching at Bates after teaching for almost 45 years. 

Faye Snow (1939-2017) Submitted by Antoinette Coward-Gilmore

Faye B. Snow a Philadelphia treasure began training at Judimar School of Dance under Sydney King and Marion 
Cuyjet. She continued under Kerr and Truitte mastering the Horton Technique. She received BS in Health/PE- 
West Chester University and MA with Dance Concentration- George Washington University. She performed 
with Joan Kerr, Arthur Hall, and George Faison. Snow was the founder artistic director of Juba Contemporary 
where she produced “Angelitos Negros”, “To Gary With Love”, “Dearly Departed”, “He Ain’t Heavy, He’s My 
Brother.” She founded dance departments at West Philadelphia High School and FLC, founding dance faculty 
of University of the Arts, adjunct dance professor at Howard University and Swarthmore College. Her students 
matriculated and worked with Juilliard, UArts, NC School for the Arts, TU, HU, Alvin Ailey, Philadanco, DTH, 
UBW, Complexions, Rod Rodgers, Forces of Nature, Chuck Davis, , Eleone, Koresh, Danse4Nia , Ballet X, 
choreographer for Beyoncé, Mariah Carey and featured in the entertainment industry.

Suzanne Wente (1930-2017) Submitted by Christopher Rutt

Suzanne (or Zani as she was known to her friends) was a dance teacher for 39 years at New Trier High School in 
Winnetka, IL. A student of Margaret H’Doubler, one of the most influential dance educators in the country, Zani 
was influenced by H’Doubler’s insistence on Dance in its rightful place in education. Consequently, she fought 
for and built a comprehensive modern dance program from the ground up. She taught thousands of students and 
was a mentor and mother to many of them.

Charlotte York (1918-2017) Submitted by Nancy McElroy 

Charlotte York Irey Short, started as a part-time instructor at the University of Colorado Boulder during WWII 
and during her 40+ year career at the university she ultimately became a full Professor while creating the Dance 
Program which offers BA, BFA and MFA degrees. She studied with other dance pioneers like Mary Wigman, 
Charles Weidman, Merce Cunningham and Jean Erdman. University of Colorado Boulder graduates who teach 
and perform throughout the country continue her legacy. Her lifetime’s work, the University of Colorado Boulder 
dance program, is considered one of the strongest in the US.

In Memoriam
2016 -2017
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Student Sessions

Please consider attending these events as it is a great way to meet other students, dancers, and educators from 
across the country as well as express your opinions, insights, and views on the future of dance education.

Also, please look at your conference schedule. There are several highlighted sessions that may be of particular interest 
to students such as “How to Write a Proposal”, “Navigating the Conference” and myriad dance sessions.

M - 11:00 am – 12:00 pm Directors  Gretchen McLaine

Having a successful college-level NHSDA program This session is designed for students in HE who already 
have or may be interested in having an NHSDA program. The panelists will take you through some successes, 
some pitfalls to avoid, and help answer participant questions. Please come share your ideas and thoughts with 
us.

T - 9:30 – 10:30 am   Mesquite  Gretchen McLaine

So you want to go to grad school? is for all college students who are intrigued by the thought of further-
ing their education. This session will cover the differences between various degrees, application and audition 
requirements, what to ask, who to know, etc. Ample time will be provided for audience Q&A.

T - 1:00 – 2:00 pm  Regency East 2 Gretchen McLaine

NDEO-sponsored Student Session: Dance Improvisation This fun movement session is designed to get your 
creative juices flowing and be inspired for the conference sessions. Open to all registered student members of 
NDEO.

S - 3:30 – 4:30 pm  Directors Gretchen McLaine, moderator

Student Special Interest Group: Learn about how NDEO can work for you and tell us what you need and 
want from us. Meet other students and reflect on the conference.
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Intensives
Saturday, November 11, 2017

(Intensives continued on next page)

#1: Experiencing Somatic Dance from the Inside Out – from BodyMind Dancing to Moving for Life as Community 
Outreach Presented by Martha Eddy                                            8:00 AM – 11:00 AM
Moving For Life is a non-profit organization that provides free somatic dance classes to people from all walks of life. This 
workshop provides an opportunity to experience a fun upbeat class designed originally for women with breast cancer but now 
enjoyed by people with diverse health issues and goals, including illness and obesity prevention in children and adults. The 
3-hour workshop serves as an orientation to the somatic movement principles that lead to dynamic health and the training 
to become a Moving For Life Certified Instructor linked with various universities. Moving For Life strives to contribute to 
health equity across race, class, religion and ethnicity, is multi-age and multilingual in its programs, offering lectures and 
DVDs as well. Featured by ABC, NBC & CBS news, there is a need for more teachers nationally and internationally. The 
course work also links to Eddy’s somatic contemporary dance system called BodyMind Dancing, often featured at NDEO, 
conferences, festivals and throughout NYC including the 92Y and Movement Research. The workshop is an opportunity 
to learn of and practice the somatic principles of Eddy’s Dynamic Embodiment Somatic Movement Education integrating 
Laban Movement Analysis, Bartenieff Fundamentals and Body-Mind Centering(r).
       
#2: Cultivating Equity and Access through the Language of Dance Approach: Connecting to Universal Design for 
Learning Presented by Tina Curran              8:00 AM – 11:00 AM
What are ways that equity and access is represented in the literature of our dance choreography? What are ways that we 
can cultivate equity and access in dance education to address the needs of our diverse learners? In her dance for film 
Outside In (1994), choreographer Victoria Marks features differently able-bodied professional dancers. Witnessing the 
physical and expressive prowess of these dance artists compels us to question our own perceptions of the dancing body 
and what constitutes ability and dis-ability. Exploring how these artists interact reveal ways that limitations inspire new 
solutions. In this workshop, participants actively apply their dance literacy skills and investigate Outside In through each 
of the artistic processes: creating, performing, responding, and connecting. Through the Language of Dance Approach, 
participants experience, observe, describe, analyze, interpret, create, perform, critique, and connect. Artistic exploration 
leads into pedagogical examination to uncover how the Language of Dance Approach exemplifies the principles of Universal 
Design for Learning. By identifying and reflecting on ways that movement motif provides multiple means of representation, 
modalities of action and expression, and methods of student engagement and meaning making, participants gain concrete 
tools and strategies to cultivate equity and access in dance education for all learners.

#3: What to Publish: Clarifying Your Purpose from the Publisher’s Perspective
Presented by Susan Gingrasso, Helene Scheff, Bethany Bentley          8:00 AM – 11:00 AM
Clarifying Your Purpose from the Publisher’s Perspective builds on the 2016 National Conference What to Publish sessions 
by providing you with structured opportunities to share, comment, and discuss specific aspects of your book proposal and 
writing with one another. This intensive provides you with the rare opportunity to look at your work from a publisher’s 
perspective. You are asked to bring a statement of purpose and how your book will make its impact on the field to share with 
a partner. The facilitators will provide guidelines to those who register at least two weeks prior to the conference on how 
to prepare these statements. Facilitators will present key points that publishers need to see in each statement for you to use 
to provide targeted feedback on your partner’s work from the publisher’s perspective, a tactic you can apply to your own 
work. Facilitators will lay out and model feedback parameters. When you share and receive feedback on your work from 
your writing peers, you feel supported and empowered, particularly when you can practice viewing your work from another 
perspective. Limit: 24 participants

#4: Learning in Motion: Creative Movement Strategies Across the Curriculum
Presented by Krissie Marty and Yvonne Keyrouz                 11:30 AM – 2:30 PM
Forklift Danceworks’ Teaching Artists will share the strategies and tools developed for the Austin, Tx. Independent School 
District’s Creative Learning Initiative. The goal of this research-based initiative is to get K-12 classroom teachers to 
use arts-based strategies across the academic curriculum in an effort to create an arts rich school district in our arts rich 
city. This workshop will have participants: experience tools for integrating and facilitating creative movement across the 
K-12 curriculum; reflect and debrief on the strategies; learn about the model being used in Austin’s schools; and identify 
applications to their own programs and teaching in a variety of settings. We will share data from the project and ideas 
generated by classroom teachers. We will dialogue about the ability of creative movement to give voice and make visible 
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Intensives
Continued

(Intensives continued on next page)

students’ physical and cognitive learning, to foster both multiple perspectives on an idea and participation at many levels of 
ability and expertise, and to provide entry to dance and dance education by animating non-arts curriculum. All dance styles 
are welcome! Participants will leave the workshop with powerful and practical tools for creating access to dance education 
for every child.

#5: Dancing with Parkinson’s Disease
Presented by Misty Owens and Nancy Stern Bain        11:30 AM – 2:30 PM
Dance classes for people with Parkinson’s Disease (PD) are increasingly visible because of their success in combating 
symptoms, improving quality of life, and helping people manage the progress of this devastating disease. These classes 
“allow people with Parkinson’s to experience the joys and benefits of dance while creatively addressing symptom-specific 
concerns related to balance, cognition, motor skill, depression and physical confidence.” Scientific research is starting to 
clarify why dance is beneficial for Parkinson’s. The Dance for PD® program began in 2001 at the Mark Morris Dance 
Center, Brooklyn. Today, this renowned program taught by dance professionals has affiliates in 42 states and 17 countries. 
Texas affiliates exist in Houston, Dallas (led by presenter Misty Owens), and Austin (led by presenter Nancy Stern Bain, 
through Power for Parkinson’s). This unique pre-conference session will include community participants with PD allowing 
conference registrants to experience a true Dance for PD class. Participants will experience a class, with examples of 
movement/technical exercises and choreography, and then deconstruct the structure and content of the class. Discussion will 
include specific accommodations and integration of different dance forms, styles, and musical accompaniment. Participants 
will have a chance to create a movement exercise or phrase appropriate for PD populations. Dance for PD® training/
teaching opportunities will also be discussed.

#6: DanceAbility: Dance for All
Presented by Olivia O’Hare and Silva Laukkanen                  11:30 AM – 2:30 PM
Have you ever wondered how to simply and effectively create a space for dance where people of all abilities can come 
together and no one is isolated? A space where everyone is challenged regardless of experience level? Radical things happen 
in integrated dance: moving relationships that defy expectation and render useless our pre-conceptions; the appearance of 
small or significant contrasts; a sense of your own body composing the moment. DanceAbility has been devised and refined 
by Alito Alessi over the past 30 years. O’Hare will share how she has used the DanceAbility method in her own teaching 
over the past 15 years and offer tips for using the basic movement language exercises to effectively present improvisation 
to mixed-ability groups that may include disabled people, seniors, people who are neurodiverse, as well as professional 
dancers.

#7: Publishing in a Scholarly Journal
Presented by Karen Schupp and Matthew Henley             12:00 PM – 2:00 PM
As dance education researchers and practitioners, we are constantly developing new pedagogical approaches, teaching 
practices, and theoretical frameworks to advance our own work and students’ learning. Sharing this information with others 
through journal publications is vital to advancing the field of dance education. However, the pathway from an idea to a 
scholarly publication may seem daunting and illusive to new authors. In this workshop, authors interested in publishing work 
in scholarly journals will become more confident in the peer-review and publication process. Participants will learn practical 
information about how to prepare and submit a manuscript, how to navigate the peer review and revision process, and the final 
steps towards publication. By learning practical tips, participants will be better prepared to successfully disseminate their 
research and practices through journal publications. No previous publishing or writing experience is required. Experienced 
authors who are unfamiliar with the peer review process would also benefit from this session.

#8: A Look Inside a NextGen Dance Classroom
Presented by Karen Searles                          2:30 PM – 5:30 PM
Are you being asked to add 21st Century skills into your courses, but the idea of technology scares you away? This workshop 
will give you examples of easy ways to bring technology into the dance classroom without causing havoc to your current 
curriculum. Searles will share ways that she has added a technology element into her standard units/objectives. The session 
will address apps for journaling and communication, use of phones/devices in the classroom, and projects using technology. 
Multiple software platforms will be explored and demonstrated and participants will swap technology infused lessons. 
Please bring a laptop, tablet, or smartphone, as the session will guide you to play with some of the presenter’s very favorite 
apps and programs!
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#9: AXIS Dance Company’s Teacher Training in Integrated Dance – The Fundamentals
Presented by Marc Brew         3:00 PM – 6:00 PM
AXIS Dance Company offers this exciting, movement-based workshop geared toward teachers and faculty working with 
diverse populations, with the goal of introducing inclusive dance practices and sensitivity. The session includes learning and 
experiencing participatory exercises and activities for use in classrooms as well as discussion about disability, language, and 
the development of AXIS’ extraordinary inclusive community education program. Founded in 1987 in Oakland, California, 
AXIS Dance Company is one of the world’s leading and most innovative ensembles of dancers with and without disabilities. 
Paving the way for physically integrated dance, AXIS shares its cutting edge artistic and education/outreach work with 
thousands annually all over the world. AXIS’ outreach program began in 1989 in direct response to community demand by 
those who saw their performances and wanted to study this new form of dance. AXIS maintains a more extensive engagement 
program than any other integrated dance program in the United States or abroad. Our program offers opportunities and 
events for all ages and abilities and is the primary pre-professional training ground for aspiring dancers with disabilities.

#10: Using Choreography for Social and Emotional Development: A Pre-K – 8 Tool Kit
Presented by Miriam Giguere, Andrew Jannetti, Jessica Lewis    3:00 PM – 5:30 PM
Drawing on the most recent research on movement education and its impact on social and emotional engagement, 
Miriam Giguere, Andrew Jannetti, and Jessica Lewis create an experiential workshop that focuses on creative movement 
investigations that lead to collaborative thinking while developing movement and technical principals. Through a review 
of basic choreographic techniques and variations on ways to guide children in developing their own choreography, this 
experiential workshop focuses on the many aspects of designing choreography for and by children in a classroom setting 
with the focus on the impact that movement education has on students’ overall social and emotional development. While 
Mr. Jannetti and Ms. Lewis provide the practical applications of improvisatory techniques, Dr. Giguere contextualizes this 
approach and provides the resources that speak to the impact that authentic movement application has on social and emotional 
development. This workshop builds on their 2016 NDEO preconference workshop that focused on using improvisatory and 
choreographic techniques to develop cognitive skills. Participants do not need to have attended the previous workshop to 
benefit and participants who did attend will be provided with a new experience and materials to add to their Tool Kit.

Intensives
Continued

Be Sure to Visit

our Vendors
Open Sunday and Monday 9 am - 5 pm

(Exhibitor Only Hour: 12:00-1:00pm)

Tuesday 9:00 am - Noon
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Featured Sessions

Movement Sentence Choir (92Y DEL) facilitated by Taryn Vander Hoop, Jody Arnhold, and 
Sumi Clements | Tuesday 11/14 Rehearsal 9:00 am – 12:00 pm; Performance 12:00 – 12:30 pm

Celebrate dance and dance education by participating in a 92Y DEL Movement Sentence Choir, 
inspired by Rudolf Laban’s famous movement choirs. Create a new dance with theme-based action 
words in just a few hours! Experience a choreographic process—the Movement Sentence—that is 
accessible for students of all ages and professionals. Enhance your performance skills, feel empowered 
by your own creativity and the collective artistry of your dance community. The event will be live-

streamed. Dancers across the nation will be able to tune-in and watch your performance.

Dance as a Vehicle to Success, Out Reach Programs and Funding with Daniel Lewis and Camila Gil | 
Sunday 11/12 1:00 – 2:00 pm

In August 2015, after 25 years of successfully providing dance outreach programs throughout Miami-Dade County, 
Thomas Armour Youth Ballet (TAYB) added literacy and homework assistance becoming a well-rounded after-
school program serving students ages 5-11 for 3 hours, 5 days a week. The ultimate goal is to develop educated 
and engaged members of the community by ensuring that all students graduate from High School and complete 
a college degree, a technical certificate or gain a professional path in dance, resulting in a living wage. Over the 
years “Dance as a Vehicle to Success” program, has grown, from a handful of students in South Miami to over 
1000 children across 5 Miami Dade County sites. TAYB’s formula is simple…Deliver successful, quality dance 
programming, build trust, and remove obstacles. In order to accomplish its goal, TAYB has engaged organizations, 
businesses, individual professionals and government agencies to assist in identifying and/or removing any obstacles 
to success in the path of the student. Obstacles may include academic challenges, transportation, homelessness, 
immigration, medical/mental health care, sexual identity issues, and exposure to violence. These relationships are 
a crucial piece of the “success puzzle”. The program is free to all students.

Dance Making in and with Community with Allison Orr and Krissie Marty
Sunday 11/12 2:30 – 3:30 pm

Join Forklift Danceworks choreographers for discussion on community-based social practice with a panel of city 
employees who have performed in the company’s large-scale civic spectacles. Past performances include “The 
Trash Project” a dance with the City of Austin’s Department of Sanitation, “PowerUP” a dance by the employees 
and machinery of Austin Energy, and “RESource” a dance for the warehouse and employees of the Goodwill 
Resource Center. Topics will include collaboration, the creative process and impact these projects have had on 
them personally and on their work environments. Artists and city workers will share video of performance and 
rehearsal, and offer insights and advice about art making that addresses issues of race, class, culture and “artistic 
privilege” (who gets to make art and where). Panelists include Forklift Danceworks’ performers: a former sanitation 
worker, warehouse employee, and a City of Austin utility employee. The panel will be facilitated by Forklift 
choreographers Allison Orr and Krissie Marty. Equity and accessibility are among the core values of the company. 
The mission of Forklift Danceworks is to activate communities through the creative process.

(Continued on next page)
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Envisioning a Future for Inclusive Dance moderated by Judith Smith
Sunday 11/12 8:30 – 10:00 am

Join us for this presentation on AXIS Dance Company’s ongoing work to advance integrated dance in the U.S. 
As a leader in the field, AXIS hosted the first ever National Convening on The Future of Physically Integrated 
Dance in 2016 followed by Regional Convenings in New England, the South, the Mid-Atlantic, the Midwest, the 
Southwest/Mountain states and West Coast. Over a course of eight months and seven convenings, 300 activators: 
artistic directors, dancers, choreographers, funders, presenters, service organizations, dance writers and educators 
came together to plot equity, inclusion and access for people of all abilities to participate in dance. This NDEO 
session led by AXIS Founder and Director Judith Smith will include a discussion with national practitioners who 
have been working at the forefront of the intersections of dance and disability. We will have break out groups 
to surface barriers and create solutions on inclusive dance. Participants will learn how they can get involved in 
inclusive dance practices.  Aligned with the conference theme of Equity and Access, AXIS is thrilled to connect 
with the community of NDEO educators to share the advocacy branch of their mission.

Envisioning Bold Models for Digital Access to Dance with Libby Smigel, Beth Kerr, Rebecca Salzer, and 
Shana Habel
Sunday 11/12 8:00 – 9:30 am

Our digital dance offerings as a field have lagged behind today’s explosion of online consumption. This interactive 
panel enlists your creativity in envisioning new pathways to digital dance access for teaching and research. While 
digital dance resources do exist, our goal is to improve the scope, accessibility, and production values of existing 
models, including developing a curated collection of streamable full-length works. A goal of the panel will be to 
create a working group of dance educators whose input will inform development of this new resource. Additionally, 
we will explore whether there may be a formal role for NDEO in creating partnerships, identifying sustainable 
funding, and ensuring widespread use. To start the discussion, we will share a statement of purpose, outlining the 
need for inventiveness and progress in dance digitality. We will than collect your input through discussion and 
written responses. What would you want to see hosted on a digital platform for dance? Is there content aside from 
streaming works that would help drive people to this resource (e.g., the Choreographic Lineage pilot project that 
has been screened at previous NDEO conferences)? Considering the diversity of dance practice and performance 
across the 50 states, how can this resource ensure inclusivity and promote understanding through dance? And 
given the chronic underfunding of dance, how can dance organize and pool its digital resources to better support 
the development of new audiences, young artists, and dance scholarship? Panelists include an archivist/dance 
historian who has expertise in digital video delivery, a university faculty member who researches and teaches 
dance and technology, a coordinator of dance curriculum for a large urban public school district, and a dance-
theatre subject librarian active in archiving dance legacies who has used existing digital resources to respond to 
needs of students and faculty. What else do we need? Your voice and energy!

Featured Sessions
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NDEO 101

Navigating the Conference with NDEO President Rick Southerland and President-Elect Suzie Henneman
Sunday 11/12 8:00 – 9:00 am

Briefing session specifically designed for first-timers at conference, be they professionals or students. What to look for, 
how to read the abstracts, how to network and meet new people. 

So You Want to Write a Proposal with Helene Scheff and Daniel Lewis
Tuesday 11/14 11:00 am – 12:00 pm

Learn how to develop, submit, and deliver a superb presentation whether for a conference, job interview, or professional 
event. Those interested in submitting a proposal for an NDEO Conference are especially encouraged to attend.

NDEO Programs

DELRdi: An Essential Component of Dance Education with Barbara Angeline, Kathleen Isaac, and Sandra 
Minton; moderated by Jane Bonbright
Tuesday 11/14 4:00 – 5:00 pm

In light of NDEO’s new Priorities (Connecting the Field and Building Knowledge) this panel of dance educators and 
their students explores four topics: Important and Different Uses of DELRdi; Motivating Others to Understand and 
Use DELRdi; Promoting Research Interest and Participation through DELRdi; and Connecting the Field and Building 
Knowledge in Dance Education. Everyone is welcome. If you do not currently use DELRdi, this session is especially for 
you. Please come and join in the conversation or just listen and learn if you wish.

National Honor Society for Dance Arts (NHSDA): Managing Your NHSDA Chapter with Tiana Chambers, Director 
of NHSDA
Tuesday 11/14 1:00 – 2:00 pm

The National Honor Society for Dance Arts (NHSDA) is one of the most exciting benefits that NDEO offers its 
Institutional Members. In this session designed for current Chapter Sponsors, we will review policies and discuss ways 
to grow and sustain the new NHSDA program at your middle school, high school, performing arts organization, studio, 
or post-secondary institution. Attendees will have the opportunity to ask questions, exchange ideas, and share successful 
chapter experiences.

National Honor Society for Dance Arts: Starting A Chapter with Tiana Chambers, Director of NHSDA 
Tuesday 11/14 11:00 am – 12:00 pm

The National Honor Society for Dance Arts (NHSDA) is one of the most exciting benefits that NDEO offers its 
Institutional Members. In this session designed for new or future Chapter Sponsors, we will review the procedures for 
starting a new chapter, inducting students, and ordering honor merchandise. We will also review policies and discuss ways 
to grow and sustain the new NHSDA program at your middle school, high school, performing arts organization, studio, or 
post-secondary institution.

Planning for Conference 2018 in La Jolla, CA with Betsy Loikow, Director of Conferences and Events
Monday 11/13 11:00 am – 12:00 pm

Join NDEO Staff and the 2018 Local Site Committee to hear and discuss plans for next year’s NDEO National 
Conference. If you’ve got ideas for intensives and conference programming, we want to hear them!

NDEO and Special Sessions
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Registry of Dance Education with Cory-Jeanne Houck-Cox, Patricia Cohen, Tori Rogoski-Rutta, and Jane 
Bonbright | Tuesday 11/14 8:00 – 9:00 am

The Registry of Dance (RDE) was created for those primarily within the Private Sector. We are pleased to announce RDE 
is now under the auspices of NDEO. Please join us in this exciting endeavor for Dance educators. The newly developed 
“Master Teacher” with the Registered Dance Educator (RDE) designation can develop the next generation of world class 
dance artists, teachers and educators. To this end, they are constant learners; command the content, skills and knowledge 
of the dance genre(s) practiced; model best pedagogical practices; and embed dance education in larger domains of 
knowledge associated with human development, dance science, ethics, individual well-being and life-style, community, 
and culture. The RDE designation is a rigorous, performance-based, peer-review process created by the profession.

State Affiliates Meeting with Anne Wilcox, State Affiliate Director, and Melissa Greenblatt, Managing Director
Monday 11/13 1:00 – 3:00 pm

The annual Conference meeting provides time for State Affiliate leaders to hear relevant information from NDEO 
(including updates in policy, governance, or other news) and to connect and share events in their state.

Summer Jazz Conferences Past and Future with Patricia Cohen, Lindsay Guarino, Helene Scheff, Carlos Jones, 
and Melanie George
Monday 11/13 9:30 – 10:30 am

In the summer of 2016, NDEO sponsored a Special Topics conference on Jazz Dance: Roots and Branches in Practice. It 
was an exceptionally successful experience that privileged vernacular and theatrical movement, broad topic discussions, 
and most importantly, community. We invited presenters who had specific areas of expertise within the jazz idiom, then 
issued a call for proposals. Over the course of 4 days, we danced, talked, improvised and learned from one another. The 
conference concluded with rich discussions that touched on our successes and challenges, and on issues that are vital to 
the field of jazz dance. We agreed that the 2016 jazz dance conference could be the first of many; that jazz dance in all 
its manifestations demands further exploration. As a result, this panel will explore various options for moving forward. 
Panelists include the creators and instigators of the jazz dance conference, an invited presenter and a knowledgeable 
participant. We invite anyone in the NDEO community who is interested in continuing this pursuit of and within jazz 
dance to interact with the panel and with each other.

What to Publish Sessions

Developing an Article for Dance Education in Practice with Frederick Curry, Miriam Giguere, Susan Gingrasso, 
and Elizabeth McPherson
Tuesday 11/14 1:00 – 2:00 pm

Description: Workshop participants will practice strategies to organize their ideas for an article for submission to the 
NDEO journal Dance Education in Practice. Various structures for DEiP articles will be presented and discussed, and 
then attendees will create mock outlines to begin the process of creating articles for publication. What to Publish sessions 
provide emerging and experienced writers with strategies and support for “speaking with their feet” through their writing 
to help grow the body of literature we need to further strengthen and advocate for dance as art in education. The session 
will benefit NDEO members who are interested in practical ways to organize their ideas about their practice as dance 
teachers for publication in DEiP or other journals.

Reaching Potential Publishers with Susan Gingrasso, Helene Scheff, and Bethany Bentley
Tuesday 11/14 2:30 – 3:30 pm

Researching Potential Publishers continues to expand the scope of the What to Publish sessions begun in 2010. Feedback 
from 2016 sessions helped the facilitators select this topic. Finding a publisher, particularly if you are new to the process 
or outside of traditional academics, can be a daunting task. The facilitators will provide you with a road map for that 



NDEO and Special Sessions
     continued

28

(Continued on next page)

process, including what you need to know about your book and potential publishers, as well as strategies to help you get 
the most from your research. Facilitators provide you with strategies to use to connect with publishers whose objectives 
and works published in this field relate to your publishing goals. You will have an opportunity to practice some of these 
strategies in the session and discuss how to use your insights gained in practice to enhance your own process. Facilitators 
will upload the road map to the conference app to access, share, and use.

Submitting an article to the Journal of Dance Education (JODE) with Wendy Oliver, Sherrie Barr, Matt Henley, 
Karen Schupp
Monday 11/13 8:00 – 9:00 am

In this session, participants will learn more about how JODE’s publication process works. Facilitated by current JODE 
editors, this session offers authors practical expertise about how to prepare and submit manuscripts to JODE. Participants 
will be offered helpful strategies for preparing their manuscript and supporting materials, using the Scholar One platform, 
and navigating the peer-review process. Additionally, this session will define the various article types JODE publishes and 
help authors determine which article type best suits their areas of expertise. JODE’s publication process will be explained, 
so that participants can more confidently and successfully contribute to advancing the body of dance education research. 
Researchers, practitioners, scholars, and students are all welcome. NDEO members who are interested in publishing their 
work in JODE as well as members interested in learning more about the scholarly publication process in general, will 
benefit from this session. Those who are new to the publication process as well as established authors should attend if they 
are interested in publishing original articles on topics related to the practical and theoretical aspects associated with dance 
education in JODE.

The World of Self-Publishing with Margaret Plaza and Susan Gingrasso
Sunday 11/12 10:30 am – 12:00 pm

Panel discussion will provide professional dance artists, dance educators, and dance writers with information on self-
publishing their work. This session will provide a fresh perspective on the self-publishing process, the benefits and 
pitfalls, and criteria for selecting a self-publisher. Participants will learn a broad range of resources to explore as alternate 
possibilities to publish their work for public consumption, which will be documented using a worksheet provided. 
Participants with prior self-publishing experiences will share their testimonies with learning community. Leaders will 
facilitate participants’ questions. NDEO constituents will be able to use this vital information to reap the benefits of this 
fast-growing market.
 

Special Interest Groups (SIGs) and Related Sessions – All welcome!

Advocacy – Tuesday 11/14 9:30 – 10:30 am
Dance for Individuals with Disabilities – Sunday 11/12 10:30 – 11:30 am

Early Childhood – Tuesday 11/14 11:00 am – 12:00 pm
Higher Education – Sunday 11/12 1:00 – 2:00 pm

K-12 – Sunday 11/12 8:00 – 9:00 am
Men in Dance – Tuesday 11/14 3:00 – 4:00 pm

Performing Arts Organization – Sunday 11/12 9:15 – 10:15 am
Private Sector – Sunday 11/12 2:15 – 3:15 pm

Students – Sunday 11/12 3:30 – 4:30 pm

Dance and Equity moderated by Nancy Ng
Tuesday 11/14 1:00 – 2:30 pm NEW SIG

Minority groups make up over forty percent of the statewide populations in several states, however, more than half of the 
dance workforce is classified as non-Hispanic white. According to the Center for American Progress, by 2044, the majority 
of the U.S. population will be people of Hispanic, African American and other non-European groups. As members of 
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NDEO, how can we critically investigate and address the issues impacting diversity in dance in relationship to - race, 
culture, socio-economic status, and access? How can the dance community create sustainable pathways for the recruitment 
of dancers of color to pursue a professional career, and to shape and lead dance education? Come prepared for an intensive 
session to refocus our view. This session will be the first step toward an action plan to shift the landscape in PK-12 
schools, studios, performing arts organizations, and colleges/universities.

Dance Recipes for the Early Childhood Classroom (92& DEL) with Jen Katz-Burk
Sunday 11/12 8:00 – 9:00 am

This workshop will provide participants with the opportunity to experience participating in and creating Dance Recipes 
for the Early Childhood classroom. In this context, DEL’s Dance Recipe is a modified dance lesson plan model suitable 
to help guide classroom teachers and/or dance educators to facilitate dance experiences for young children in any type 
of preschool environment. This lesson plan structure is straightforward yet flexible and makes it possible for teachers to 
support children to create dances about any early child curricular theme. During this workshop participants will engage 
in the practical arc of the lesson which will begin with an introduction of a theme and then move on to a developmentally 
appropriate and sensory based thematic physical warm-up, exploration of action words, and dance-making and conclude 
with a meaningful reflection and relaxation to promote self-regulation. This workshop will also touch upon using the 
Laban Movement Analysis vocabulary as a springboard for dance learning and lesson plan organization. But most 
importantly, participants will discover the joy of knowing how to practically scaffold a creative dance experience in which 
children get to dance about anything that could be meaningful for them.

Dancing to Learn for Early Childhood with Theresa Benzwie
Sunday 11/12 9:30 – 10:30 am

This workshop will be an interactive experiential approach with some discussion. We will use dance to problem solve how 
creative movement is integrated into all areas of the early childhood curriculum. It will include the use of props, music, 
spontaneity, joy and full freedom of expression.

Early Childhood Education: Best Practices. Using the Conceptual Five-Part Lesson Plan for Teaching 2-5 year olds 
with Anna Mansbridge
Tuesday 11/14 9:30 – 10:30 am

In this fun and invigorating session participants will explore Creative Dance through the Conceptual Five-Part Lesson Plan 
format as developed by international dance educator Anne Green Gilbert: Warm-up (BrainDance), Exploring the Concept, 
Developing Skills, Creating and Cool Down. We will look at how lesson plans can be adapted for ages 2-5: for young 
children coming with caregivers, and for children coming on their own. The session will include background information 
on the BrainDance and how it can be varied for young children, exploration with props, creating through storytelling and 
simple choreographic forms, and ways for young children to share and reflect. We will discuss and reflect on how the 
Conceptual Five-Part Lesson Plan format creates a positive learning environment for learners from different backgrounds, 
and with different needs and abilities.

Family Dance for Joy, Bonding and Fun with Nancy Ng
Monday 11/13 9:30 – 10:30 am

Early childhood education at Luna Dance Institute has always included family classes where parents and children create 
dances together. These dance classes are offered in Luna’s Studio Lab program, at pre-K and Head Start school programs, 
and through MPACT (Moving Parents and Children Together). MPACT, which brings parent-child dance classes to 
families in the child welfare system. MPACT was selected as a finalist for the 2015 National Arts and Humanities Youth 
Program Award. Luna’s research on MPACT, “Engaging Families in Dance: An Investigation of Moving Parents and 
Children Together”, was published in 2014 in the International Journal for Education and the Arts. (Warburton, Reedy, 
Ng). Luna’s family dance classes are held at the Luna studio, schools, public libraries, and residential treatment centers. 
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This hands-on movement session will share the pedagogy and theoretical framework for developmentally-based classes 
while participants experience a family dance class aligned with the National Core Arts Standards. Teaching strategies to 
use for diverse populations - inter-generational families, mothers and infants in residential treatment, children and adults 
with different abilities, and parents who speak various languages, will be explored.

Investigating the NDEO Early Childhood Standards with Lynn Monson
Monday 11/13 8:00 – 9:00 am

This session will take a close look at the NDEO Early Childhood Standards, and explore how the standards can be 
implemented in the classroom. Participants will examine the NDEO Early Childhood Standards, how they align to and 
support early childhood principles and development, and how that could translate to classroom practice in any setting 
where movement/dance is taught; whether a studio, Head Start, PreK-2 classrooms or others. By viewing a few examples 
of the standards being implemented in classroom settings, they will observe the potential and usefulness of the standards. 
Then, working in groups, they will develop and demonstrate activities, with accompanying assessments, that are aligned 
to the standards and that support early childhood development. Participants will reflect on how this relates to their own 
teaching and/or learning experiences.

K-12 Panel: Equity and Advocacy with Abigail Agresta-Stratton, Lynn Monson, Anne Erwin, Kelly Berick, and 
Margaret Plaza | Sunday 11/12 12:45 – 2:15 pm

Each day, we advocate for equity of dance. We advocate for dance as an art and art as a distinct and equal subject. We 
advocate for equity for dance students, dance programs, and dance educators. All of this advocating for equity often seems 
like a constant struggle. We often feel like we are fighting for our jobs, our programs, and our lives. This constant struggle 
can lead to a feeling of burnout. Can we work for equity through advocacy while avoiding burnout? How can we do this 
differently? How can we continue to do this in a more effective manner?

25 Weeks of Preschool Dance: A Curriculum from 40 Years on the Floor with Jeanne Traxler
Tuesday 11/14 8:00 – 9:00 am

In a lightning overview, Jeanne will explain, demonstrate, and move you through 25-30 weeks of classes that 
she has created for preschools over the last 40 years. She has created dance programs in general schools, not 
usually knowledgeable about dance, and has won over parents, teachers, and administrators. You’ll get some 
curriculum organizing ideas, good exercises, creative challenges, prop list, music ideas, good books, and 
curriculum tie-ins. A handout will be provided.

Be Sure to Visit

our Vendors
Open Sunday and Monday 9 am - 5 pm

(Exhibitor Only Hour: 12:00-1:00pm)

Tuesday 9:00 am - Noon
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Access to Jazz and Tap Dance in Higher Education: A Survey and Reflection
Sara Pecina

Dance has established a strong presence in higher education. However, courses in styles such as jazz and tap dance are extremely 
limited, if present at all, let alone required for students to take. This forces young high school graduates to pick a concentration 
for their studies. While focused study provides many benefits to students, it can also limit the students’ growth, and in today’s job 
market, both concert and commercial dancers are required to be exceptionally versatile. Inclusion of jazz and tap dance in a col-
lege dance curriculum enhances students’ training by diversifying their abilities and honing essential skills in a distinct practice. 
The limited access to jazz and tap dance on college campuses affects students’ entire careers. Furthermore, dance educators must 
strive to preserve and advance these uniquely American art forms. This preliminary research project surveys universities in the 
United States that offer dance degrees or minors and provides quantitative data on the inclusion, or lack thereof, of jazz and tap 
dance in college curricula. Lastly, university dance students and alumni were interviewed and share how the availability of jazz 
and tap dance affected their school choice and training.

Adults with Developmental Disabilities Collaborate with College Students
ErinDoherty, Ariana Brisport

For the last ten years,the Hofstra University Dance Program has been sponsoring outreach choreography workshops with AHRC, 
a New York organization that supports people with intellectual and other developmental disabilities.The AHRC adults come and 
together with Hofstra student volunteers, dance and choreograph with live music.In the fall of 2016, we, junior dance education 
majors,collaborated with our advisor to plan lessons to present to the AHRC students and Hofstra volunteers once a week.Teaching 
this group of adults forced us to step outside of our comfort zone,and helped us prepare for when we are professionals teaching in 
inclusive classrooms. Reaching out to the community and getting to know the AHRC adults made us and all of the Hofstra volunteers 
realize that dance can be inclusive to all types of learners.On this poster we will give an inside look into a typical AHRC class. We 
focused on the elements of dance along with relating dance to life. We will describe how we started this program, and show photos 
from the classes, as well as discuss the impact the program had on all the participants. In addition, we will welcome further ideas 
on how to bring college students together with different populations through dance.

An Individualized Approach to Fatigue Management
Samantha Waugh

Muscle fatigue is an inevitable result of a dancer’s physically active life and substantially increases their risk of injury. However, 
due to the diversity in body type, lifestyle, and genetics, each dancer experiences and reacts to fatigue differently. Because of this, 
specialized response to and prevention of fatigue is necessary. It has been discovered that fluctuations in a person’s amount of rest, 
diet, aerobic fitness, massage, and psychological care can contribute to fatigue. Because the attention to these areas differ in each 
dancer, an individualized approach to fatigue management needs to be emphasized in dance education. Too often, dance educators 
are not discussing risks or prevention of fatigue. However, fatigue management is a necessary part of dance education at any age 
because of how diverse and abundant its causes are, and the increased risk of injury that comes from it. Dance educators should 
encourage an individualized approach to fatigue management in order to broaden the awareness of the importance of personalized 
injury prevention. By helping students acknowledge their own tendencies and structural patterns in dance, they can discover what 
habits of rest, diet, aerobic fitness, massage, and psychological care could be altered in their life to manage their fatigue.

Creating a Technique-Based Therapeutic Dance Program
Jo-Ellen Thompson

Existing therapies for children who face adversity are often non-physical, for example individual or group therapy sessions with a 
psychologist or counselor. Memories and emotions are stored not only in the mind, but also in the body. Physical movement allows 
children to express emotion, release stress, face and cope with a wide array of adversities. Some active therapies involve only creative 
movement or physical exercise. By researching the best practices of social work intervention, technical dance education, and expres-
sive therapy methods, I will identify techniques and skills that can be combined to create a unique, multi-faceted, technique-based 
dance therapy program. This program could be utilized in elementary and secondary schools, community recreation and outreach 
programs, non-profit organizations, dance studios, fitness/wellness centers, therapeutic settings, homeless shelters, and rehabilita-
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tion centers, in both one-on-one and groups settings. As part of my research, I will be utilizing my findings and technique-based 
therapeutic dance program during my 2017-18 school year internship at a local elementary school, both during the school day and as 
after school programs. I have been awarded a Summer research grant by the Bridgewater State University Office of Undergraduate 
Research. This NDEO poster presentation will be a continuation of my research project.

Cultivating Equity and Access: Urban Dance Education 
Megan Namnama
While the purpose of this posted explores this years theme of ‘Dance Education for All’, it is most centrally focused on equity and 
access in urban school settings. As a lead dance teacher in Newark, NJ, I have come across several challenges as well as advances 
when it comes to access to curriculum for my students. My poster explores these ideas and my experience in overall access and 
needs, boys in dance, P-2, 3-5, 6-8, and more. It also features work directly from my students on the topic of equity in dance from 
their point of view.

Dance in Substance Abuse Rehabilitative Centers
Dakota Mammoli

This research poster focuses on the benefits of teaching creative dance in substance abuse rehabilitation centers. Learning creative 
dance is beneficial for numerous reasons; it can be used as a teaching tool, as a way to heal, and a way to express oneself. Based on 
these components, introducing creative dance in tandem with rehabilitative therapy practices can increase the rate of rehabilitation 
and decrease the rate of relapse. The central question I address is “How can dance education impact rehabilitation and relapse in 
substance abuse centers?”. Sub questions include “How can dance education programs be implemented into rehabilitation centers?”, 
“How can treatment involving dance education compare to treatment without?” and “What are the prime factors contributing to 
substance abuse and how can dance education be applied preventively?”. My research will be conducted through literature searches 
and interviews, and the information found can later be applied to a program that can be used as a case study.

Dance Showcase - An Event to Promote Dance for All Ages and Abilities in Rural Kansas
Janice Jewett

The poster will include registration forms, photos and desired goals and outcomes of the Dance Showcase. Viewers will learn how 
to conduct a similar event in their community which brings together clubs, organizations, dance studios, and students minoring in 
Dance Education with an opportunity to perform and promote the benefits of access to dance. This community project reaches out 
regionally in the midwest and at the core of the event, promotes equity and access to the value of participating in and viewing dance.

Dancing at my Desk: Examining the Foundations of a Non-Profit Dance Education Program Performance and Technique. 
Caeli Koizumi
This poster will begin with an introduction of the project and the methodology for all three stages of my research. The first stage 
of research entails interviews and observations with five California-based dance education programs. The second stage of research 
is an immersive internship with a dance education program that supports a charter school and an after-school program. The third 
stage is the creation of a pilot program and website for my own dance program, entitled Dancing at my Desk. The poster will also 
include best pedagogical and administrative strategies for the implementation of a dance program, acquired from the first stage of 
my research. I will also include a brief overview of what was gathered from the internship. The final portion of the poster will act 
as an overview of what Dancing at my Desk will be, which could be images from the website, a level-based structure, an adminis-
trative timeline, and select portions of the pilot program.

Dancing for Diversity: The Creation of a K12 Outreach Program
K. Brooke Jerome, Jessica Eugene, Katie Pinkard

The poster outlines research on creating an outreach program for K12 students, centered around dance and diversity. It shows what 
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components are needed in a outreach program (audience engagement/participation, theme introductions, dance performances, and a 
question and answer session), and why those components are effective in outreach education. To present this information, the poster 
includes: background information, methods, results, discussion/conclusion, references, and acknowledgements.

Eating Disorders Affecting Dancers
Cassi Mihalovich, Emma Rosenzweig-Bock

Eating disorders, especially Anorexia Nervosa and Bulimia, are particularly prevalent in dancers. These disorders are influenced by 
an array of factors. Not only are these diseases incredibly dangerous to one’s health, especially when coupled with over exercising, 
but they severely impact an athlete’s performance, as well. Poor performance and lack of energy availability leading to fatigue, 
which is the highest concern for injury, are the most prevalent effects of these disorders. The malnutrition of a dancer can result in 
serious injuries of the spinal column causing the dancer to not be able to dance or perform at all. Both diseases are life-threatening 
and can severely affect a dancer’s career. There needs to be more education for dancers to prevent this silent issue.

Exploring the Collaborative, Creative Process as Social Pedagogy
Kristy Kuhn 

This research poster shares the collaborative, dance-making process utilized in an undergraduate Dance Ensemble Practicum course. 
The creative process was explored as a means of social pedagogy for creating a choreographed dance that shifts the professor-student 
hierarchy and highlights the voices of the dance students. Seven advanced female dancers and I rehearsed approximately 1.6 hours 
per week for eight weeks during the Spring 2017 semester with the intention of using movement to express the students’ concerns 
about our society and how they can address these concerns on a personal level. The process utilized for generating and sequencing 
movement in this piece was inspired by Belenky, Clinchy, Goldberger, and Tarule’s (1996) seminal work, Women’s Ways of Know-
ing: The Development of Self, Voice, and Mind. The movement inspiration was based on contemporary social themes chosen by 
the dancers, most of which had connections to voice and communication - or lack thereof. (Belenky, M., Clinchy, B., Goldberger, 
N., & Tarule, J. (1996). Women’s ways of knowing: The development of self, voice, and mind. New York, NY: Basic books.)

The Intention of Dance Education: A Community Perspective
Joy Guarino

The focus of The Intention of Dance Education project was to discover individuals’ perceptions of community needs, potential 
ways for dance to address those needs, and the education/training necessary to cultivate the required skills. What is the mission 
(importance) of dance to our world? Should the study of dance in higher education move beyond the performing discipline to ad-
dress a student’s personal interest and the needs of the local and global community? Personally and in support of a general liberal 
arts philosophy, I believe that everyone should dance. Some students graduate with a commitment to a performance profession but 
many others would profit by understanding the connection and benefit of dance to education, special needs populations, cultural 
understanding, and various aspects of daily life. By exploring the trends of dance education and community need on a national and 
international level, I hoped to discover if incorporating service-learning and civic engagement pedagogy into course development 
and teaching practice in higher education dance programs will speak to the varying passions of our dance students and the needs of 
the global community. The results are impacting the design of SUNY Buffalo State’s dance program and stimulating conversation 
within the NDEO community.

Promoting Longevity: Examination of Prevalent Issues Within The Art of Dance
McKell Lemon, Kaylee Richards

As an extensively physical field, dance can have significant negative effects on the body, and therefore longevity of the career of a 
dancer. Because of this, a dancer’s performing career is often viewed as a short-term endeavor. However, we, as aspiring profes-
sional dancers, wanted to combat this stigma by compiling methods to maximize longevity within a dance career to better equip 
all dancers with tools for maintaining a long and successful career within the art of dance. With a lifetime injury incidence rate 
of 90%, injury prevention and treatment is crucial to the longevity of anyone pursuing a dance career (Ambegaonkar et al, 2016). 
Due to this prevalence, it is clear that there is a need for better injury prevention and treatment within dance education at all levels. 
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This poster identifies and examines the most common areas of injury within professional dancers: the lower back, the knee, and the 
ankle. Through this research, we have compiled a thorough examination of the most common injuries in these areas, methods of 
prevention, treatment to avoid chronic symptoms, and contributing psychological factors such as burnout and occupational stress, 
so that all dancers can sustain a career within dance throughout their lives.

Redesigning Curriculum Beyond Modern and Ballet:Cultivating the South Texas Community
Min Kim

With the effort to embrace multiculturalism in the curriculum of higher education, more dance departments have strived to incor-
porate cultural dance forms into their curriculum. Despite all these efforts, however, it is true that most dance departments focus 
on the intensive study of modern dance or ballet. If dance education can be committed to serving each student in a personal and 
meaningful manner, should a particular region and its students be considered in designing a curriculum? Can a curriculum be tai-
lored to a region’s need and school’s priority? What does it mean by rethinking dance curriculum in the 21st century? Located at 
the southernmost tip of Texas, the University of Texas Rio Grande Valley is the second largest Hispanic serving institution in the 
nation. The UTRGV Dance Program offers diverse courses along with modern dance and ballet, and is currently in the process of 
redesigning the curriculum with an emphasis on Mexican folk dance to better serve the region. This presentation addresses the posi-
tive responses and challenges of this transformation. The main focus of this presentation is to rethink the notion of dance education 
in regards to the meaning of access and equity in South Texas.

Relationships Via Social Media and Dance
Alysha Elie

Social Media has created a new means of communication. Over time and the development of social media networking sites, it 
has become less common to experience face to face communication (Nitzburg 1183). As a result, the quality of face to face com-
munication and human relationship has decreased (Nitzburg 1184). On the other hand, dance has elements that greatly increase 
human interaction, such as touch which is fundamental to contact improvisation among other styles of dance. This is, in part, due 
to the use of the entire body and all of the physical senses (Jussilainen 1183). A complete sensory experience is very different from 
a virtual experience when another person is involved. Although both dance and social media have effects on human relationships, 
many social media users have experienced low quality communication or relationships though this format. Dance has the ability to 
benefit those who have experienced low quality communication and relationships. Specific elements of dance, such as touch, can 
help to increase the quality of face to face communication that has been lessened due to the use of social media.

Shake that Body: Exploring People’s Perceptions of Psychological Distance through Body
Hyewon Kang

The goal of this project was to learn how people’s body movement influences the way they perceive psychological distance. We 
define embodied cognition as the way people understand abstract concepts through their physical experience (e.g., perception of 
weight). Based on the construal level theory, this research assumed that when people are close to objects they are psychological 
closer whereas when further away from objects people view these objects as psychological distant and abstract information. We 
demonstrated how performing action impacts on retrieving existing memory by asking participants to retrieve their autobiographical 
memories while moving continuously their arms to either open or close position from the neutral position. Using Korean Linguistic 
Inquiry and Word Count (KLIWC), linguistic components in verbal responses of participants were analyzed. Consistent with the 
hypothesis, friend-words categorized in social nearness and human-words categorized in social distance were more retrieved in the 
close and open condition, respectively. We found more religion-words considered as abstract information in the close condition and 
more sleeping-words considered as physical information in the open condition contrary to the prediction. This research suggests 
that closed or open body movement potentially could associate with psychological understanding of abstract objects.

Texas Future Dance Educators: To promote the student organization of Texas Future Dance Educators
Karen Searles

The purpose of the Texas Future Dance Educators organization is to provide community, support, and opportunities for those stu-
dents who plan to pursue dance in higher education and future careers. Dance Educators in Texas can open chapters in their area 
to benefit the future of their dancers.
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new activities to challenge her body during rehabilitation, 
Anne’s response has been ‘…well, no….” committing to 
finishing the dance minor. We are discovering a myriad of 
possibilities through an improvisational/ choreographic lens.

The movement session will demonstrate how Anne and I 
are working together to problem solve for her optimal success. 
We will present short movement phrases (floor, center, travel) 
created for Intermediate II Dance course. These phrases will 
be presented in their original version and in the variations that 
Anne has explored using her wheel chair/ ballet barres. Anne 
has been assigned choreography tasks to create movement 
phrases from her wheelchair to teach to the other dancers. 
The class is encouraged to explore their own variations using 
level changes /various modes of transition. Participants will be 
encouraged to experience these movement phrases and to play 
with their own ideas of variation. One of the most inspiring 
aspects of this adventure has been Anne’s inclusion in one of 
my performance pieces. A brief sample of the choreography 
will be presented in its original form. Together, Anne and 
I created a solo for her from the movement vocabulary that 
is the opening epigraph of the work, which Anne will share. 
Again, participants will be encouraged to experience excerpts 
from the original versions and the solo. Participants will also 
be encouraged to share their experience of the session and to 
dialogue with us about how this experience might open up 
other new and exciting possibilities.

A Practical Approach to the Use of Visual Supports in Early 
Childhood Dance Classes

Sandra Stratton Gonzalez

This workshop shares dance classroom strategies that support 
success for children in early childhood (PreK-Grade 2) who 
have difficulty with recall and sequencing. These strategies 
have worked well for children with Autism, ADD, ADHD, and 
other learning challenges, and were developed at PS 372 in 
Brooklyn, a fully inclusive public elementary school. 

Recall and sequencing challenges are addressed through 
a dance-making project in which children create original 
movement sentences, which typically include a beginning 
shape, three actions with corresponding levels and pathways, 
and an ending shape. The movement sentences are notated 
using Flow Maps along with visual supports such as motif 
symbols, PECS (the pictoral exchange symbol system) and 
drawings. These visual supports allow children to successfully 
recall dance sequences. They can be used by the children to 
notate dance studies they create, and can be used by a dance 
teacher to support students’ recall of taught movement. 

In this NDEO Experiential Workshop participants will 
have a first-hand experience in the use of these visual aides 
as they create Movement Sentences based on the action 
words and images from poetry. The presenter will also share 
data from the implementation of these strategies during the 
2016-2017 school year. Participants will be provided with 
an electronic version of the unit and lesson plans, as well as 
flow map templates, picture symbols and Movement Alphabet 
symbols. The workshop will conclude with time for questions 
and comments, and participants will have the opportunity to 
discuss implementation in their own educational setting.
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Dance

Jill Nee

It is fairly common that students of a BFA Musical Theatre 
program start college with plenty of singing and acting 
experience, but little to no background in dance. Within their 
freshman year, they could be cast in a musical and still have 
no actual dance training of any kind. As a choreographer, I 
plan to make work that is not only serving the play’s narrative, 
but is also artistically fulfilling. In working with students who 
have little education, it is necessary to find a new way to make 
choreography that can teach the student; serve the storyline; 
interest and entertain the audience; and create a challenge 
for each dancer on his/her personal skill level. How can we 
accomplish these goals as educators?

It is likely in most teachings of choreography for a 
musical, that the movement is taught as the generator 
wishes to see the material. Typically, novice dancers cannot 
access the material due to lack of training. This experiential 
workshop will introduce a choreographic process for musicals 
where the students generate the material and ideas - thus 
becoming collaborators of the show. This process promotes 
creative problem solving, use of ensemble, and confidence 
in performance. It is, also, inclusive for all body types, and 
mover knowledge – it becomes accessible because the bodies 
performing are the ones that created it.

This experiential workshop will effectively demonstrate 
a practical approach to creating work that can fully inhabit 
the story of the play through choreography, while still fully 
welcoming movers of all backgrounds - fostering students 
in learning the technical aspects of jazz, tap, ballet, and 
contemporary, while also teaching the ability to quickly learn 
choreography.

Through the use of narrative literature and score, we will 
generate movement to create material for a Musical Theatre 
based work. This approach is also effective for choreographic 
concepts in composition and repertory classes thus, creating a 
beneficial, artistic, and educational experience for all dancers 
and movers of any background and experience.

A Dancing Body: Suddenly Challenged

Adrienne Wilson (MFA), Anne Nelson

Dance, in the broadest sense, is typically thought of in terms 
of the dancing body. The dancing body is assumed to be a 
fully functioning physical presence. However, what happens 
when the dancing body is challenged due to unforeseen 
circumstances? In this instance, the dancing body belongs to 
Anne Nelson, sophomore nursing major and dance minor at 
Auburn University; and the challenge to her dancing body has 
been injuries sustained in a car accident. These injuries are 
responsible for partial paralysis from T10-11 and lower. This 
movement session will focus on the adventure Anne and I, 
professor in dance and dance minor advisor, have undertaken to 
bring her back to the dance studio to complete the dance minor. 
This adventure explores the ways in which Anne’s approach 
and relationship to dance has been altered. She has been 
dancing most of her life and while her therapists encouraged 



Access by Design: How to Adapt the Dance Classroom to
Support Many Needs

Melissa Sande (EdM, BFA)

This proposal demonstrates a practical approach for dance 
teachers to manage meeting the variety of needs that arise 
for each class they see. The Responsive Classroom Morning 
Meeting structure can be adapted in the dance room in order to 
meet to social and emotional needs of students. The Universal 
Design for Learning (UDL) framework can support dance 
teachers in designing curriculum that lends itself to be most 
accessible for needs across the different classes they may 
encounter.

The benefit of the practice to field of dance and dance 
education is to offer tangible support for early career dance 
teachers in being able to balance classroom management with 
curriculum writing for students with both cognitive and social 
emotional needs in a K-12 setting. The progression of this 
proposal begins with my experience, as a new teacher who 
was faced with supporting a high amount of students with 
different needs. This problem led to my actively searching for 
systems and resources to help me be able to meet many needs 
simultaneously and effectively.

Through the techniques of Responsive Classroom, a teacher 
can have clear guidelines on how a dance class can transform 
into a community to which all students feel a sense of belonging 
and ownership. Through the UDL framework, dance educators 
are able to approach differentiation in a way that makes sense 
for their particular context. This proposal is grounded in the 
desire to assist dance teachers in becoming familiar with how 
these tools can create an accessible classroom environment for 
students of all needs.

Access to Coursework in Research Methodology: An
Issue of Equity in Higher Education Dance

Jill Green

Graduate education is a stepping-stone to a position in higher 
education dance. Yet, MFA coursework, predominately in 
studio work, may not be enough for an applicant to land a job. 
More and more, faculty members are required to do research or 
personally aspire to do research as well as choreograph and/or 
perform. However, without a PhD, new faculty members may 
not be prepared to conduct investigations. This may mean that 
programs with coursework in research methodology produce 
more marketable candidates for university positions and more 
productive faculty when hired.

This presentation highlights the issue through a discussion 
about access and an analysis of dance programs with research 
components. The presentation includes a discussion about 
one MFA program and how it prepares students to conduct 
research. Additionally, it employs document analysis, as 
a qualitative research method, through an investigation of 
curricula materials and documents from other dance programs. 
Documents are analyzed to investigate how different programs 
view and conceptualize their dance research courses. 

The benefit of this research is to inform administrators 
and professors about curricula in dance education research 

and how they may implement coursework in their programs. 
Additionally, the research explores how this coursework 
may help graduate students learn how to conduct research 
and succeed in their job searches. It will contribute a fresh 
perspective about graduate education in dance and provide a 
model for how research coursework may be implemented.

The proposal relates to the conference theme by addressing 
the concepts of access to research coursework and equity. 
Access to a knowledge base in research methodology may 
be a significant factor in hiring and success towards tenure. 
Although graduate programs in other dance studies areas such 
as history, cultural studies, and performance studies, tend to 
offer coursework in research methodology, there are fewer 
dance education researchers. It may be time to offer more 
dance education research coursework in graduate programs. 
The proposal points to how such classes may help graduate 
students have chances for success in their job searches. This is 
an issue of equity because those having had such coursework 
will have more equal opportunities for future success.

The proposal demonstrates a logical procession and 
organization emerging from a clear issue through a development 
from a discussion about the need for research coursework, an 
example of such a program, findings from other programs 
through document analysis, and suggestions for the future that 
highlight the findings.

Accessing the Choreographic Process: a Method for 
Teaching Beginners to Create When Time is Limited

Tamara Begley, (MFA, BFA)

How does one distill, and teach, the concept of choreographic 
or creative process in a limited amount of time? What if one 
had only ten days to provide access to the skills, tools and 
practices that would allow those with no experience in dance 
composition to create, collaborate, edit and perform their 
original choreography? Can novice choreographers be guided 
to create in a way that successfully challenges their habitual 
movement vocabulary when time is limited? Over the course 
of several years of multiple two-week sessions at the Louisville 
Ballet Summer Intensive, I investigated the aforementioned 
questions while teaching contemporary composition in their 
program. Ultimately, I developed and refined an experiential 
method, collaborative in its approach, to introduce students to 
the concept of choreographic process. I found that in a matter 
of days our program was able to provide a unique opportunity 
for students to safely explore, create and perform successful 
dances in an abbreviated period; processes in which dance 
educators rightfully spend semesters, and often lifetimes, 
exploring with our students and ourselves.

The compilation of exercises presented in this session 
provides a systematic look into the abovementioned lesson 
design; it could be a useful workshop to anyone working with 
students just beginning to learn to create dance. This concentrated 
delivery of the choreographic process could be beneficial to any 
teacher looking to provide effective introductory instruction 
in composition in a condensed timeframe. This lesson plan 
simplifies the complicated, and sometimes overwhelming, 
concept of creative process, providing accessibility of these 
concepts to students from any number of diverse venues or 
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dance backgrounds. While these procedures have been highly 
effective in guiding and challenging young ballet dancers at the 
Louisville Ballet Summer Intensive programs to create their 
very first dances with success, it is a simple lesson design that 
is applicable to most any cohort, both those with, and without, 
a strong technical dance background. As a dance teacher who 
works in multiple environments (both public and private 
sectors), I have also successfully taken my students at Western 
Middle School for the Arts, a public magnet middle school, 
through the same lesson design. Both groups, diverse in their 
experience and ability in dance, grew artistically as creators 
and collaborators, and each acquired tools they may carry 
throughout their careers as observers, creators and performers 
of dance.

Advance Community Partnerships: Expand Relations to 
Bridge the Gap Between K-12 & Arts Organizations

Caryn Cooper, Kerrianne Cody

Collaborations between schools and arts/cultural institutions 
are integral to providing equity and access to dance education 
for all. Both settings have different resources available to them 
to help expand the quality of teaching and learning in dance 
beyond the studio. However, there are uncertainties of new 
policies and proposed funding cuts which directly affect the 
arts, education, and specifically dance education. How can we 
as educators, administrators, advocates, and members of our 
communities continue to work together to ensure our students 
have equitable access to dance? How can we respond to these 
looming changes to innovate our schools and communities? In 
what ways can we create, develop, and advance community 
partnerships to allow students to be life-long learners of dance? 

This conversation will consider different tools, strategies, 
methodologies, and approaches to community dance 
partnerships between K-12 schools and performing arts 
organizations. We understand no model is a perfect fit for all- 
each relationship has its unique strengths and weaknesses based 
on the needs of their community. However, application of this 
work can empower, enhance, and encourage collaborations in 
an effort to begin exploring areas of intersection and bridge the 
gap between the two sectors.

Advancing Creativity in Education: MAEIA Resources to 
Document Student and Teacher Growth

Heather Vaughan-Southard (MFA), Nicole Flinn (MA)

The Michigan Arts Education Instruction and Assessment 
project (MAEIA) consists of a blueprint for K-12 arts 
education, a program review tool, and 350 model assessments 
for Dance, Musical, Theatre, and Visual Arts which are 
offered free to educators through the MAEIA website, www.
maeia-artsednetwork.org. Created, field-tested, and used 
in demonstrating teacher effectiveness by nearly 1,000 
Michigan educators, the MAEIA work promotes equity and 
access to quality arts education with metrics for program 
review at district and building levels as well as supporting 
teachers in elevating their work and inspiring new ideas. 

Educators are given practical tools and assessment items to 
apply to and diversify their existing curriculum while also 
providing strategic methods documenting student growth and 
demonstrating teacher effectiveness. 

By using the MAEIA resources, dance educators working 
within a building, a program, or a district can create common 
assessments to track student growth over short or long durations 
of time. Arts educators can bundle assessments according to 
Perform, Create, or Respond domains to effectively measure 
the breadth and depth of students’ knowledge. Fine Arts 
departments consisting of multiple disciplines may use those 
domains to develop common assessments according to category 
while still honoring the genre-specific needs. Districts, schools, 
and educators can use data collected by implementing the 
MAEIA work to advocate and promote advancement of arts 
education for all students, creating increased access and more 
equitable offerings. By using formal assessment data, presented 
in ways school administrators are familiar with while still 
holding true to the nature of fine and performing arts, provides 
a more equitable relationship between content areas and the 
educators and students engaging in arts subjects. 

This presentation will model the process for implementing 
the MAEIA resources in the classroom and in support of teacher 
effectiveness. Heather Vaughan-Southard and Nicki Flinn will 
lead participants through a brief introduction to the MAEIA 
resources, how to select assessment items to support the whole 
child (in support of ESSA implementation and the national 
dance standards), and will feature a facilitated assessment item 
(movement session) through which the educator will embody 
the process of implementing MAEIA performance tasks and 
events. The session include a discussion on documenting 
instruction and student growth in support of demonstrating 
teacher effectiveness with an overview of how the MAIEA 
work can be applied to such observation and evaluation models 
such as Danielson, Marzano, and etc.

Affirm Your Way through Dance: Creating a Climate of 
Inclusion and Success

Chandra McCloud, Kristen Jacobs

Dance is a language spoken across many cultures, ethnicities, 
ages, and physical and mental capabilities. As educators and 
lovers of dance, we know that dance is beautifully frustrating. 
It provides challenges, moments of release, discipline, 
opportunities for growth, and individuality. But what if we 
don’t think highly enough of our individuality? What if the 
challenges become so great that fear sets in and the freedom we 
once felt while dancing dissipates? Then it is time to reboot. In 
this experiential workshop, we will affirm our gifts and talents, 
our importance in this world, our duty to be a leader, and the 
importance of building a culture of respect for all and dance for 
all. Participants will break down an affirmation through written 
and movement exercises.

The affirmation, written by presenter, Chandra McCloud-
Glover, began as a mantra for her students to recite, but is now 
used school-wide to get the students believing in themselves 
and respecting one another. The first part of the workshop is 
designed to aid the educators in remembering how awesome 
they are. Participants will highlight words/phrases from the 
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affirmation that stick out to them before relating it to themselves, 
answering questions such as: What is your gift? and Why is it 
important to be good to others and to yourself? They will then 
create and perform a phrase of movement that embodies the 
affirmation, reciting the highlighted words/phrases.

Kristen Jacobs has a similar philosophy to McCloud-
Glover. She believes all of her students can dance and requires 
respect for one another. Jacobs is able to reach her students, 
especially those diagnosed with Autism and Down Syndrome, 
through phrases that involve directional patterns and rhythmic 
patterns. She sets the phrases to music that have emphasized 
beats. These help to develop kinesthetic awareness, belief in 
self, and willingness to try more challenging things. The second 
half of the workshop allows participants to learn a Graham and 
Horton-inspired combination. Participants will be asked once 
again to recite key words/phrases from McCloud’s affirmation 
while performing Jacobs’s combination.

The idea behind the workshop is this: Get educators to 
believe in their abilities in order for them to instill the idea of 
excellence and “I Can” in their students. If you don’t believe 
in you, why should students believe in themselves and in one 
another?

Afro-Brazilian Dance: Inclusion, Access and Education for All

Tamara Williams

Afro-Brazilian Dance explores movements inspired by the 
Yoruba, Angola, Nago and Akan people of West Africa. 
These cultures represent a wide range of descendants of 
Africa that were brought to the Americas as enslaved people. 
Through education of African diaspora forms in movement, 
this workshop will expose participants to African derived 
dance forms in Brazil that are foundational to the history and 
development of American cultures. Practicing Afro-Brazilian 
dance provides an opportunity for African diaspora dances 
as well as the people of African descent to be included in 
the sharing and education of American dance culture and 
history. Acknowledgement of these dance forms in higher 
education can be applied through practice, education, equality, 
recognition and acceptance. Afro-Brazilian dance encourages 
participants to become aware of cross cultural dance by 
means of investigating the societal development surrounding 
folkloric, vernacular and traditional dances.

This workshop addresses the need for more African diaspora 
dance forms in higher education, not only as electives in the 
curriculum, but as a core curriculum strand that is of equal 
value as ballet or modern techniques. This year’s conference of 
Cultivating Equity and Access: Dance Education for All speaks 
to the need for equality of dance forms as well as recognition 
of the cultures and traditions from which these dance forms 
originate.

This dance style is different from the normal practice of 
western dance forms as Afro-Brazilian dances symbolize 
elements of nature (earth, water, air and fire). The dances 
combine at least two rhythms in their movement; movement 
syncopations can be found in the shoulders, chest, pelvis, arms, 
legs etc. with the different rhythms in the music. Afro-Brazilian 
dance is a study of the connections between the rhythms and 
the traditional movement, archetype and story, of the elements 

of nature interpreted as an art form.

Afro-Cuban Spirituality in Motion

Neri Torres

According to Ronald F. Inglehart the current society focuses 
more on postmaterialism characterized by a greater disposition 
towards environmentalism, spirituality, personal expression 
and sense of community, as opposed to the marked materialistic 
focus that formerly prevailed. On this basis, I argue that the 
widespread of Afro-Cuban dances (particularly sacred oricha 
dances) due the Cuban migration, have served as an escape 
valve in various urban cities. Not only have they helped return 
to environmental and spiritual values, but rescue the social 
and therapeutic aspects of dance. In addition, the intrinsic 
combination between the cosmology, the dances and the music 
of these traditions has stood out, conforming to my research 
and teaching experience, as a space of gender coexistence 
and inclusiveness (even of troubled students and those with 
disabilities). The conscious effort of paying tribute, not to 
individual dancing bodies, but the joint effort of paying tribute 
to a common essence like nature, has helped me develop the 
creative expression in students of all walks of life and this 
directly responds to equity.

For the past 19 years, every summer, my organization 
IFE-ILE holds a dance conference where we provide dozens 
of scholarships for disadvantaged youth and performs in 
underserved schools and communities in close partnership with 
local agencies such as Barry University’s program for Miami 
Bridge, home for homeless children and youth. One of the most 
successful and emotional stories was a work with teen mothers 
in collaboration with the organization Arts for Learning in 
Miami in 2006, which I will use it as a movement reference to 
demonstrate the empowerment and increase of self-esteem that 
can be achieved with these dances.

An Inclusionary Culture: Everyone Can Dance.

Daniel Gwirtzman

No one believes they have two left feet if they want to dance 
and if the educational environment is affirmative. Regardless 
of aptitude, physical and cognitive, the aptitude of expression 
is, with exception, always available. Creating a diverse and 
inclusive class community, whether comprised of children 
or adults, models a fair, equal belief system. Understanding 
difference, gaining empathy for others, highlighting the “other,” 
and learning to cooperate and connect can be achievable goals 
of any workshop, residency or class. With a mixed-age and/or 
mixed-ability population these learning objectives take shape 
in a deeper, more meaningful way.

As educators we want our lessons to be lucid and efficient, 
enthusiastic and organized, and to provide the right environment 
for the greatest learning to occur. This movement workshop 
aims to present pedagogy and practice in equal measure with 
this outcome in primary focus, presenting lesson plans and 
discussing strategies to foster and maintain inclusivity. The 
class uses set choreography, social dance, and improvisation 
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to create a body of movement; to spark a conversation among 
participants about how they view and speak about dance; to 
empower each student to trust their observations and opinions; 
to challenge them to push themselves as creators, interpreters 
and observers; and to develop trust with another.

What cues, directions, and feedback do we provide our 
students with that validate their efforts? How do we model 
inclusion through the careful structure of a lesson, the language 
we choose and the imagery we present? This movement session 
is geared toward dancers of all abilities, seeking to establish 
a holistic culture of acceptance, dependence, individuality, 
pleasure, freedom, and care. Participants will work in 
partnerships, as soloists, and as part of the group to access the 
divides our society constructs. Without labels and through the 
reliably universal language of movement, words are put into 
actions, dividers are removed, and our commonalities rise to 
the fore.

Applying Anthropology to Residencies: A Catalyst for 
Multicultural Curriculum Transformation

Allison Duke

What do we select to teach? How do we teach? And who do we 
teach? This paper identifies inequities plaguing independent 
secondary school dance programs and uses anthropological 
theory to critically examine curriculum design. Although 
these Eurocentric, hierarchical structures prevalent in dance 
education programs throughout the Western world are being 
dismantled on the theoretical level, there is much work to do 
to implement concrete practical change. Through anecdotes, 
this paper draws attention to the discord between institutional 
stated commitment to multiculturalism, diversity and inclusion 
and the curriculum in practice. This analysis focuses on 
the curricular configurations, admissions procedures and 
production choices, identifying the values communicated by 
these institutional systems. 

What are some steps that independent secondary school 
educators can take towards greater pedagogical equity in 
practice? Many educators know curricular transformation 
is arduous. But change can begin within existing curricular 
structures, eventually catalyzing desired paradigm shifts. 
The planning of two residencies in non-Western disciplines 
— Bharatanatyam and West African— are discussed as 
examples to illustrate the application of anthropology to dance 
education, with the goal of creating greater equity, access and 
relevance to student lives. Content selection, pedagogical 
methods, community and public engagement, event planning, 
interdepartmental partnerships and budget considerations are 
addressed. These residencies, consisting of master classes, 
lecture demonstrations, public performances and pre-event 
artist talks are analyzed using personal reflection in addition 
to student, guest artist, and audience feedback. By hosting 
non-Western disciplines and thoughtfully engaging multiple 
populations within the school community, independent 
secondary school educators can maximize the educational 
value for both participating students and audience members. 
Successful residencies can equip independent secondary school 
dance educators with evidence to support future curricular 
augmentation and transformation.

Attachment Theory and the Moving Body: Equity and 
Access in the Dance Classroom

Jessica Lewis, Andrew Jannetti, Gretchen McLaine

According to John Bowlby, “attachment is an inborn system 
in the brain that evolves in ways that influence and organize 
motivational, emotional and memory processes with respect 
to significant caregiving figures.” Attachment Theory explores 
the emotional bond between people. How does childhood 
and adolescent attachment impact our lives as movers? How 
does movement impact our attachments in childhood and 
adolescence? Through this workshop we will be addressing 
issues related to childhood development and attachment theory, 
the impact of attachment on the moving body, and the impact 
that movement has on the development of attachments, both 
positive and negative.

The works of John Bowlby, Mary Ainsworth, Mary Main, 
and Daniel Stern will inform our discussion and practical 
application. We will then examine psychological research 
on attachment theory and how these theories can be applied 
to dance education. Discussions on how self-awareness 
is established from experiences that are repeated, such as 
interactions with primary and secondary attachment figures 
through movement, as well as the ways that movement can 
help relieve dysfunctional attachment in early childhood 
and adolescence will be an integral part of the workshop. 
Participants will use movement improvisations based on 
opposing dynamics to explore themes of attachment that 
will aid in helping students with attachment and behavioral 
issues. We will explore techniques through guided movement 
practices to support healthy relationships between students 
and their parents, as well as teachers and peers through this 
workshop. Participants gain an understanding of the practical 
applications of attachment theory along with various methods 
to assess its effectiveness in the classroom.

Ballin’ the Socket

Anne Harris Wilcox (MFA) 

In the learning of human anatomy and kinesiology, one of 
the first stumbling blocks is the anatomical language. Access 
to the study of anatomy can be hindered by the “foreign-ness” 
of the terminology. This workshop leads participants through 
embodied practices and creative play that allow medical jargon 
to become familiar and available to anyone. Latin is the basis 
for so much of anatomy, yet few people these days have studied 
Latin. Since Latin is no longer a foundational component of 
high school curricula, approaching medical terminology is 
especially alien to younger students. In teaching anatomy, I 
have developed many ways of incorporating the element of 
play to make the material less intimidating. In gaining access 
to this language, students learn to value the specificity of the 
terminology and its reason for existing. Dance and theater 
understand the need for specific language as seen in the use 
of stage direction, and similarly Laban Movement Analysis 
fosters specificity of language to clarify intent and promote 
expressivity. With a common knowledge we can comprehend 
medical texts, analyze body structure and function, and 
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communicate among practitioners of dance and somatic 
studies. Removing the language barrier to promote fluency 
is of tremendous importance if we are to make the subject 
accessible for all. 

This experiential workshop utilizes imaginative and 
engaging interaction to foster command of anatomical 
language. Using song, poetry, and movement enlivens the 
subject and makes the seemingly dry language come to life. 
This workshop offers specific ways to approach directional and 
regional words, joint identification, and boney landmarks with 
activities such as The Directional Song, Regional BPS, and 
Ballin’ the Joint!

Drawing from Anatomy in Action, a newly written 
collection of anatomy activities developed over the past ten 
years for the sole purpose of making the study of anatomy 
more accessible for students, this workshop provides a model 
of using play to promote fluency in anatomical language and 
leads to overall success in the study of anatomy and somatic 
practices. 

Benefits of Teaching Kinesiology Through Somatic 
Practices

Shelley Cushman

Does teaching dance kinesiology through somatic practices 
provide greater access to the material for diverse learners? 
It has proven to me to be a highly effective teaching method 
for dance kinesiology. In my Dance Kinesiology student 
evaluations one consistent comment is that students enjoy and 
feel they learn the most about the subject through hands on 
massage and experiential bodywork.

I think this happens for many reasons including: (1) 
Affecting a specific bone/joint or muscle through touch or 
kinesthesia helps the student remember the vocabulary. (2) 
Feeling how that muscle’s tightness affects alignment and 
movement motivates them to apply the techniques. (3) Because 
we work in partners students are engaging and interacting with 
each other demanding greater focus. They definitely don’t fall 
asleep even though it is a 4:00 class. (4) The work demands 
a slow speed for the delivery of the subject and experiencing 
time thus allowing more time to absorb the content. (5) It more 
easily provides them with the knowledge that they are learning 
about themselves because they feel the difference. This in turn 
improves retention of the material. (6) It provides them with 
the opportunity to appreciate on a felt level that in many ways 
we are the same but in many ways we are different. (7) The felt 
experience allows them to more meaningfully understand and 
gain appreciation that releasing and stretching a muscle is just 
as important as the feeling of contraction and strengthening and 
how that balance affects alignment and movement. (8) Working 
through breath to release muscles helps students focus and 
relax minimizing the fear of the learning process.In this session 
participants will explore the anatomy and muscle actions 
of four muscles through a somatic approach using breath, 
massage/touch and movement/stretching. Those muscles are 
the pectoralis major and minor, the rhomboids, and the levator 
scapula. These muscles have a dramatic effect on the neck and 
head usually through imbalances elevating and forward tilting 
the shoulders, inwardly rotating the arm, and bringing the head 

and neck forward which in turn negatively effects alignment, 
movement, and dance performance. Participants will assess 
alignment in partners, identify the anatomy and muscle action, 
feel the pathway and pull of the muscle, massage the muscle, 
breathe into and stretch the muscle. Participants will assess 
felt and visual differences and discuss. The class will conclude 
with a discussion reflecting on what they have learned through 
this somatic teaching method. 

BodyMindFullness: Awakening the Higher Self and 
Promoting Inclusivity, Tolerance, and Compassion

Andrea Mantell Seidel

The goals and objectives of this workshop are to explain, 
demonstrate, and teach some key principles and strategies 
that facilitate greater self-awareness, self-empowerment, and 
sensitivity to subtle body energies, other practitioners, and the 
environment. By focusing on a somatic movement practice 
that transcends the specificity of technique and is not rooted 
in a specific style or generated from a historical context or 
tradition, this practice transcends economic, cultural, racial and 
ethnic differences, as well as disciplinary boundaries. As this 
workshop is focused on cultivating “inner body listening,” and 
awakening an awareness of a “higher Self,” it can promote more 
spiritual and ethical values that foster tolerance and inclusivity 
among diverse populations, ages, and levels of ability.

The methodology employed to communicate these 
objectives is three-fold and includes a brief lecture, a 
movement session, and closing discussion. The lecture will 
identify strategies for developing more awareness of some of 
the habitual qualities of mind and emotion that impede both 
a dancer’s growth and h/her harmonious relationship with 
others and the larger environment. These patterns may include 
negative judgements of self and others, impatience, fragmented 
mind/body patterns of behavior, and lack of sensitivity to the 
space and other participants. 

The movement component will impart practical strategies 
for facilitating mindfulness, emotional self-reflexivity, non-
judgment, self-integration, and a greater sense of connectedness 
to the community of participants, the space, and to the larger 
natural world. Additionally, the workshop will help awaken and 
reconnect participants to the “heart and soul” of the Self through 
breath, natural organic “wave” motions, creative visualizations 
and imagery, and innovative improvisational exercises that 
help promote a sense of community and inclusivity.

The benefit of these practices to the field of dance education 
is that these principles and techniques, if fully embodied, 
integrated and prioritized as part of the teaching and performing 
methodology, will produce more mature, empowered dancers 
with heightened Self-awareness and emotional sensibilities 
and enhanced sense of connectedness to others. This proposal 
relates to the conference theme in that it demonstrates how 
somatic movement can be used to reach across boundaries 
of differing abilities, needs, and skills. The proposal brings 
a fresh, new perspective to the field in that it integrates in a 
unique way a variety of practices and principles developed 
from yoga, mindfulness practices, the art of Isadora Duncan, 
and sacred dance rituals developed from the presenter’s many 
decades of research, teaching, and performing in these areas.
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Breaking the Sixth Wall: Cultivating a Community of 
Inclusion and Accessibility through Dance

Lisa Fusillo

Referencing the theatre concept of the fourth (and fifth) wall, 
which describes the imaginary “wall” between actors and 
audiences, this paper will consider a “sixth wall” as an invisible 
wall isolating underserved populations in society. Just as actors 
and directors “break the fourth wall” in performances, so too 
can dance educators “break the sixth wall” by using dance as 
a mechanism for inclusion, community building and enriching 
education.

Providing insights and tips on creating an environment 
of inclusion of and accessibility to dance, this discussion 
will examine collaborations between a dance program in 
higher education, a performing arts center, several private 
studios, K-12 sectors, and professional dance artists of Danza 
Universitaria from Costa Rica and Alonzo King LINES 
Ballet. With a focus on cultivating access to dance learning 
opportunities and experiences, the presentation will address 
the methods designed and used in making dance accessible to 
populations of “learners of all ages with different backgrounds, 
abilities, and needs”, thereby breaking the sixth wall.

The discussion will outline a practical approach and guide for 
bringing together various community entities and professional 
artists for the common goal of providing experiential learning 
in dance. Using the examples of two successful collaborations, 
the application of this approach will include a detailed list 
of the partners, the process, the experiential learning events 
that provided access to dance experiences to participants of 
underserved populations, and responses from the participants.

The progression and organization of this discussion 
will encompass 1) selection of specific groups involved; 2) 
resources and organization of events; 3) the relationship of 
experiential learning to dance education; 5) a framework for 
this approach; and 6) outcomes for all participants.

This in-practice research benefits the dance field and dance 
education with: 1) concepts and approaches that expand the 
landscape in cultivating a community of inclusion and access 
to dance; 2) new ideas and perspectives for dance educators 
and artists in reaching out to all areas of the community; 3) 
evidentiary results of this practical approach and its applications; 
4) the extraordinary value of experiential learning; and 5) 
the application of this model in a contemporary pedagogical 
context.

This proposal relates directly to the conference theme, as 
the paper presents an approach to cultivating inclusion and 
access to dance education for all. By outlining the entire process 
used in two experiential learning events, this paper will clearly 
demonstrate the approach used and its successful application.

Breathing Life into Dance

Linda Lehovec (MFA, BFA, E-RYT)

Anybody, with any body, can dance with freedom and strength. 
But how is a body supposed to move with freedom and strength 
when it can’t breathe fully? How can a body breathe fully 
when the belly is held? While abdominal strength is needed 

at moments of extreme exertion, constant holding is not 
conducive to a supple dancing body. Instead of finding stability 
through contraction of the abdominals, this workshop will 
focus on finding stability through the body’s true powerhouse: 
the quadriceps, buttocks, and pelvic floor.

Through various movement modalities including yoga 
postures and ballet barre combinations, participants in this 
experiential workshop will be introduced to the concept of 
grounding the femurs. This core concept of finding the optimal 
pelvis/femur relationship is primary to accessing the length of 
the spine, use of the rotators, and strength of the pelvic floor, 
Coupled with a focus on releasing the abdominal muscles 
we will explore the true length, stability, energy and freedom 
available in the human body. Building on the somatic practices 
currently used in dance training, this work leads to longevity 
and good health for any moving body.

Choreographing the Page: Rethinking the Reflection 
Document in a Creative Process Class

Renay Aumiller

Choreographing the Page is a visual written assignment that 
serves as a hybrid of choreography and an academic reflection 
document. It can act as a useful tool to discern how much 
information students cumulate throughout a semester in a 
choreography class. It was created with the goal to engage 
students to think broadly about various elements of the creative 
process by translating compositional crafting tools from the 
stage to the page. How can the typical reflection document 
be reshaped from the general structure of “what worked and 
what did not work” to visually model the choreographic tools 
explored in-depth throughout a semester?

The structure for this assignment was inspired by 
Jonathan Burrows’ rhythm poem as written in his book, The 
Choreographer’s Handbook. The first step of this assignment 
asks students to create a four to seven minute solo or duet 
developed over the course of a semester. They may utilize 
any crafting tools learned throughout the course including 
movement and spatial structures, repetition, rhythm/time, 
motifs, editing, development, and various movement invention 
techniques. Once the solo or duet is in a completed state, the 
student are to reflect on their finished works then rearrange 
their movement content (words) into a cohesive and creative 
structure (spatial design). Methods used for writing this 
document include reflecting on a creative process, analyzing, 
dissecting, then applying the structural tools used to craft 
movement and space, editing content to affectively design the 
space on the page, and developing various ideas to fulfill the 
completion of a conceptual idea.

Choreographing the Page offers a unique and comprehensive 
assignment for students to reflect on dance making by 
radicalizing choreographic elements. It connects across the 
spectrum of choreography-based instruction to creative writing 
paradigms by integrating interdisciplinary curriculums at the 
high school or university level. Choreographing the Page 
expands the students’ knowledge of the creative process of 
choreography and artistic expression by visually demonstrating 
their comprehensive understanding of various elements of 
choreography. 
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This assignment promotes equity in dance by offering an 
assignment that promotes interdisciplinary instruction in dance 
education and creative writing. It can be adopted to benefit any 
choreography student at the high school or university level by 
translating the methodologies to conform to the information 
the instructor presents in their classroom. It can be applied as 
a useful self-assessment assignment post-presentation of any 
creative process.

Collaborative Classroom: Educating and Inspiring the 
Next Generation of Musical Theatre Choreographers

Megan Doyle, Courtney Laine Self

In this movement session, we will teach a series of 
choreographic structures designed to provide scaffolding 
that will enable students to create new works exploring the 
empowering roles of student generated narrative in dance. 
Through these explorations, students seek to create new space 
blending musical theatre and concert dance. Students are asked 
to choose what they want to say, how they will say it, and the 
role that dance will serve in their production. This movement 
session will model improvisational exercises that enable 
students to find their own choreographic and narrative voice. 
In a theatre setting, there is a need for a wide variety of creative 
minds to blend together in order to find a cohesive finished 
product (directors, choreographers, playwrights, dramaturgs, 
designers, musicians, performers, etc.). The methodologies 
explored in this workshop seek to emulate this structure by 
examining all stages of creation and in an open and ‘hands 
on’ manner. Allowing the students to explore aspects other 
than dancer/performer alone has enabled many students the 
opportunity to interact with the art form in a way that is more 
authentic to them, therefore creating a stronger bond with more 
students overall. We also find that once a student determines 
which aspect they are passionate about, they learn to appreciate 
the other aspects and the other strengths their fellow classmates 
have, resulting in strong spike in interpersonal skills within this 
highly interactive environment.

This curriculum has emerged from work through the 
92nd Street Y Musical Theatre Development Laboratory 
where professional directors, choreographers, and production 
designers collaborate to produce new innovative musicals 
specifically examining how dance can be used to propel 
narrative and character within the musical theatre genre. 
The professionals of the 92nd Street Y Musical Theatre 
Development Laboratory also teach students at the Harkness 
Dance Center, home of the Dance Education Laboratory, where 
this curriculum was developed, to give the students a parallel 
experience, inspiring and educating the next generation of 
innovative thinkers, leaders, and collaborators.

Collaborative Content Engagement: An Interdisciplinary 
Approach to the Arts and Social Activism

Teal Darkenwald

Collaborative Content Engagement: An Interdisciplinary 
Approach to the Arts and Social Activism is a model for 

collaborative learning in secondary and higher education. 
The proposed experiential workshop will contain some of the 
classroom exercises created for the Arts and Social Activism 
course co-taught between dance and sociology professors at East 
Carolina University for honors students with varying majors. A 
flipped class approach was taken to create a performance based 
on the artistic talents of the students that signed up for the 
class, which could be a model used in a variety of educational 
settings. Experience in dance was not required of the students, 
so there were mixed abilities with the purpose of expanding 
access to the arts for students in primarily arts-starved majors. 
While honors students are not an underserved population, a 
majority of the students do not have time in their schedules 
to take courses in the arts or humanities because many of 
them are majoring in the health sciences. These students 
were able to attend lecture discussions on topics such as race, 
gender, intersectionality, LGBTQ issues, social movements, 
immigration rights, and other pressing topical issues. They also 
experienced and viewed art, dance, music, theatre and spoken 
word, which resulted in a performance rooted in sociopolitical 
issues featuring the skills of the students in the course.

Partway through the course, the honors students were 
combined with dance majors, so they were able integrate and 
create together. Fostering a collaborative dialogue between the 
art-making honors students without formal training and dance 
majors with an abundance of training was crucial to the success 
of the project. The dance majors activated more deeply around 
their own creative work when they were able to view it through 
the lens of the honors students, which was an unintended 
but welcomed outcome. Looking at and creating art rooted 
in social issues prompted a sense of immediacy within the 
students to be more aware of their own community as it relates 
to the arts. The content of the workshop will contain examples 
of improvisational exercises used in the course to introduce the 
topic of inclusion and ice-breakers used to get inexperienced 
dancers comfortable moving their bodies and expressing 
emotions through dance. These tools were imperative to keep 
the student population engaged and open to explore their 
bodies. This workshop gives educators one model for engaging 
students without an arts background around a common theme.

Community Arts Initiative: A Model for Community 
Engagement Within Dance Education

Ilana Goldman

In his 2015 keynote speech at the National Association of 
Dance Schools (NASD) annual meeting, Ben Cameron, former 
Doris Duke Foundation Program Director for the Arts, made 
a convincing argument: higher education needs to address 
dance’s shifting landscape, predominantly its move away from 
the concert dance stage as sole focus of artistic endeavors. The 
most successful dance organizations—he uses Trey McIntyre 
Project as the beacon—have learned to engage with their 
communities in inventive ways as they navigate new creative 
terrain. As a dancer in Trey McIntyre Project, I saw the benefits 
of community engagement firsthand and now, as a professor, 
one of my primary missions is to support students in building 
their own skills in this area.

Endeavoring to mentor students in community engagement 
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has not been a solo adventure. Over the course of a semester, 
three colleagues and I developed an idea for an initiative: a 
student organization through which students could develop 
their own community engagement projects under faculty 
mentorship. The result was the Community Arts Initiative 
(CAI). In its second year of existence, our university named 
CAI Student Organization of the Year (2015), a prestigious 
accolade awarded to a single campus organization each year. 
Now in its third year, CAI continues to thrive, thanks to the 
enthusiastic leadership of its student officers. As such, CAI 
serves as a model of community engagement within dance 
education.

This presentation will explore CAI’s structure, function, 
and highlights of particular CAI projects, including specific 
examples of skills that students have developed by building 
relationships with our local communities. These experiences 
empower students and impart to them creative life lessons that 
translate in powerful ways to the current professional dance 
world. Both the merits and shortcomings of the CAI

Community Based Learning and Dance: How Does it Work?

Kathleen Ridlon (MFA, BA, AA)

Community Outreach: Programming in the Arts (COPA) 
chronicles the development and application of a new dance 
course at Knox College. The primary goal of this course is 
teaching students how they can become active participants 
in expanding access to dance on community and educational 
stages at the local level.

The NDEO conference theme: Cultivating Equity and 
Access: Dance Education for All is a perfect fit for my 
teaching practice. As an educator, I seek to increase students’ 
understanding of the context of their dance experiences with 
the aim of inspiring them to share what they have learned 
in dance in the communities where they live. This includes 
understanding that their knowledge of, and experience 
with, dance can be applied beyond the semester or year-end 
performance on the proscenium stage thus facilitating College 
to Career Readiness.

The COPA course examines dance as a form of community 
engagement that allows students to become aware of the 
personal, social, cultural, political, and historical values 
of dance through participation in teaching and learning in 
the community outside of the classroom. It offers a fresh 
approach to course design that celebrates teaching and 
learning as a reciprocal process. This is achieved by using the 
pedagogy of Community Based Learning (CBL). The use of 
CBL facilitates a shift from a traditional teaching paradigm: 
top down/hierarchical approach which emphasizes a ‘from 
expert to student’ exchange of knowledge, to a horizontal/
democratic approach which emphasizes a reciprocal exchange 
of knowledge between teachers, students, and community 
members.

This presentation will detail how to integrate CBL 
opportunities into a single dance course design and offer a 
developmental analysis of the inclusion of this course as 
integral to a dance program curriculum. The development 
and teaching process of COPA utilizes the Vision Document 
for Dance 2050: The Future of Dance in Higher Education as 

a primary resource to emphasize Community Engagement, 
Social Justice, and Citizenship.

My work with COPA seeks to address an existing reality 
that access to educational experiences in dance is limited within 
non-profit community organizations and in the K-12 public 
school system. I am convinced that colleges and universities 
across the nation are well positioned to expand access to dance 
by connecting with local community organizations to empower 
college students to put their learning to use in a real world 
setting.

Connect and Discover through Archetypal Modes

Jennifer Morley

Archetypes are innate tendencies that mold and transform 
individual consciousness. Through this lecture demonstration 
we will examine how archetypal modes can be used as a 
tool for teaching and framing various aspects of embodied 
practice. We will examine the use of these modes as a method 
of entering, connecting with, and building community, and we 
will examine the ways in which these modes can innately guide 
people of any age and ability to access movement.

The workshop will begin by establishing the context from 
which the embodied archetype work emerged and a foundational 
understanding of the primary archetypal modes. Having laid 
the foundation we will shift into a movement practice based on 
four specific archetypes: the Sovereign, the Wise Man/Crone, 
the Warrior, and the Child. We will begin with a version of 
Surya Namaskara (Sun Salutation) taught through the lens of 
awakening and balancing archetypal energies. Then we will 
move through a set of structured improvisational activities to 
feel, sense, and discover how these energies show up in our 
own movement practices.

This session will conclude with a dialogue around how this 
framework emerged in my practice and how it continues to 
inform, inspire, and deeply enrich my work in the community. 
In particular, I will share how it supported the shaping of my 
side-by-side yoga class, a 3-credit course in which 12 Drexel 
students joined me for a ten week yoga practice with the in-
patient population at a methadone detoxification center.

I believe the archetypal modes benefit the field of dance 
education precisely because they have served in my practice 
as a pathway to equity and access. The archetypal modes are 
an equal playing field. From this point of view, class does 
not unfold from a place of previous training technical goals. 
Movement practice is generated by accessing one’s own 
experience as a human being.

Contact Improvisation and Consent Education

Gina T’ai (MFA, BA)

Like many college campuses, Beloit College is grappling with 
how to combat sexual assault. We are working to learn how to 
effectively educate the student population, faculty, and staff, 
how to create a safe space for reporting incidents, how to de-
stigmatize conversations about sexual activity, how to educate 
students regarding drug and alcohol consumption, and how to 
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promote agency and the practice of consent.
As I prepared my Spring 2016 Contact Improvisation 

(CI) class, these issues were weighing heavily on my mind. 
How can I use dance to create a safe space to have difficult 
conversations? How can movement help educate a population 
that may not engage in meaningful, nonsexual touch on a regular 
basis? I decided to shift how I taught the course in the past—as 
a principles-based CI class—to a “consent, movement, and our 
community”-focused class.

This experiential workshop uses Contact Improvisation 
exercises that lend themselves to the practice and discussion of 
agency and consent. I have always found Contact Improvisation 
to be a great equalizer in terms of equity and access. It is a form 
that can be as inclusive and diverse as the members of the class 
including but not limited to gender identity, physical ability, 
age, race, and dance experience. This workshop is presented 
using CI exercises that are geared to both dancers and those 
who have little to no dance experience, and to students and 
educators alike. Contact Improvisation and Consent Education 
aims to deepen participants connection to their bodies and to 
learn to become more sensitive of the needs of others, and to 
provide tools to educators and administrators who are actively 
working to promote agency and combat sexual assault on their 
campuses.

Continuum: A Contemporary Mexican Training Method

Jordan Klitzke

While much of the contemporary dance world continues 
to have a euro-centric focus, a thriving dance movement is 
occurring with our neighbors to the south. As institutions of 
higher education focus on increasing diversity and inclusivity, 
it is important to integrate training that identifies with the 
bodies and cultures present in classrooms. With a growing 
Latinx presence, it is necessary to be aware of the current Latin 
American dance scene and practices. 

Continuum, developed by Mexican artist Omar Carrum of 
Delfos Danza Contemporánea, is one example of a movement 
training system gaining notoriety and respect for its strong 
embodiment of current contemporary Mexican cultural values 
and movement aesthetics. With roots in other Latin American 
techniques, such as Columbian artist Vladimir Rodriguez’s Piso 
Mobil (floor-based training) and Mexican artist Victor Manuel 
Ruiz’s Mixta technique, it looks to bring floor principles of 
resistance and fluidity into the three-dimensional space while 
simultaneously developing a particular consciousness of 
bodily orientation, spatial density, movement continuity, and 
circularity of weight trajectories.

The movement session will introduce a few of the basic 
principles of circularity, continuity, and density present in the 
training system while giving special attention to the underlying 
philosophical, cultural and somatic values present in the 
training. For example, the use of “training system” in place 
of “technique” takes a decolonizing stance on the terminology 
and principles associated with a dance formation. In this case, 
the terminology suggests a formation focused on a personal 
conditioning of the body and not the comprehension and 
perfection of canonized movement for the stage.

While Continuum is only one instance of a current Mexican 

dance trend, it is an exciting example of how contemporary 
dance continues to evolve and reflect the communities in which 
it is situated. In this case, it is the Latinx community right next 
door, with which sharing and communication are increasingly 
essential.

Core and Restore©: Accessing Adjunct Training and Body 
Therapies

Tracy L. Pattison (MFA, LMT, CPI, CYT)

The goal of this workshop is to allow educators and their 
students to experience and learn an approachable series of 
exercises as a complement to technical dance training, which 
facilitates core support and provide a self-care protocol. This 
protocol is designed to serve students who cannot readily 
gain access to adjunct training and dance-specific therapies 
as a result of geographical or financial barriers, thereby 
supporting a comprehensive and equitable dance education. 
Pattison developed the Core and Restore© workshop based 
on methodologies supported by over two decades in the dance 
education, somatics and bodywork fields.

The value of cross-training and collateral support for dance 
is no longer a debate. Dancers with limited access to these 
means may develop injuries resulting from improper mechanics 
and overuse. Limited access to supportive healthcare can place 
dancers in a cycle of rest and re-injury, which may eventually 
lead to attrition in the dancer population.

Large dance institutions in cosmopolitan areas now 
include dance science and somatic training, such as Pilates, 
in their curriculum and offer access to alternative healthcare 
practitioners. Dance schools in smaller, rural or economically 
depressed areas may not have access to these qualified 
professionals. Parents and guardians may also make choices 
about students’ dance education based on proximity and tuition 
costs without understanding that substantial dance education 
includes somatic training and appropriate therapy-based 
intervention for injury prevention and rehabilitation.

Core and Restore©, independently or as a pre- and post-
class program, uses Pilates-based concepts combined with 
theories of myofascial release from massage-based practices. 
Participants will learn exercises to facilitate core strength, 
muscle lengthening and recovery, fascial tissue alignment, 
and proprioception and neurological patterning for alignment 
and/or rehabilitation. Incorporating props (foam rollers and 
balls) creates subtle balance challenges to address the postural/
stabilizing muscles rather than focusing on the strength or 
stretch of phasic/prime-mover muscles. The same props serve 
as self-bodywork tools providing myofascial release and fascial 
fiber alignment by releasing tension and/or adhesions that may 
limit mobility, contributing to misalignment and injury.

Learning Core and Restore© protocol has shown increased 
skill sets in high school and college dance students and 
greater agency in their training and self-care by demonstrated 
development of individual need-based regiments. Students 
also exhibited richer vocabulary enabling communication 
in specific anatomical terms with healthcare providers when 
medical intervention was necessary. Cultivating agency in 
training, self-care, and communication about one’s health truly 
creates equity where access is limited.
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Creating a Culture of Dance at an Arts Integration Academy

Cambryn Bischoff, Jennifer Koenig, Matt Schuppert, 
Denise Cochran

In our central Texas school district, a vision was born to 
take two elementary schools and transform them into Arts 
Integration Academies. These Title 1, dual-language, and 
historically low performing schools, serve our region’s most 
vulnerable students. With support through a district initiative, 
the enhanced art curriculum at these academies has created a 
learning environment where true arts integration is occurring 
in all classrooms. 

Following our transformations as Arts Integration 
Academies, the most recent data coming from our schools 
shows increased student engagement in both academic 
classroom settings and in all fine arts areas. Our campuses 
have seen increased attendance rates, improved test scores, 
as well as heightened motivation and positive behavior. The 
school climate at each Arts Integration Academy has improved 
dramatically, and the surrounding communities are gathering 
in support of the arts. 

Specifically, our implementation methods for the integration 
of dance and creative movement in core subject areas has 
enhanced instruction and increased student engagement while 
deepening student understanding. Additionally, our practices 
to integrate dance into academics has benefited students 
in numerous ways. It has helped remove economic, racial, 
geographic and cultural barriers from the learning environment. 
Throughout this work, we have watched all students, including 
those with physical and behavioral challenges, thrive in an 
academic environment with a focus on arts integration. 

Our Arts Integration and Dance Specialists, as well as 
campus and district administrators, will share integration 
strategies showcasing dance and creative movement that 
have proven to be successful in both the studio and academic 
classrooms. Come explore a new way of teaching and see what 
all the buzz is about.

Creating a Dance Advocacy Toolkit

Ashlea Sovetts (BA), Reyna Mondragon (BFA)

With the recent changes in US government leadership, our 
concern for the arts climate in our country is significant. In 
relation to the conference theme, Cultivating Equity and 
Access: Dance Education for All, the goal of this workshop 
is to share tools for practicing dance advocacy in an effort to 
maintain access for all. With the Every Student Succeeds Act, 
which includes the arts as core subject areas for a well-rounded 
education, we acknowledge there is a continued concern for the 
possibility of federal arts funding cuts, and the need to mobilize 
towards advocacy is dire. Important to this mobilization is 
connecting communities, dance educators, and dance advocacy 
practitioners. At the start of this workshop we will share 
philosophical and practice based research from authors such 
as Valerie Strauss, Doug Risner, and Elliot Eisner in order to 
provide a framework for thinking about leadership, developing 
a plan for action, and expanding the ways in which we teach 
to all. During the second part of this workshop, participants 

will be invited to discuss notions, experiences, and definitions 
of advocacy followed by identifying together where dance 
advocacy is needed. This workshop will end with participants 
working in small groups to outline short term and long term 
advocacy goals with attention to daily, weekly, monthly, and 
yearly actions, as well as compiling resources and information 
one might need as an advocate. All small group documents will 
then be consolidated into one public Google document. This 
document will then be made available to dance communities, 
schools, and programs as a guide for dance advocacy.

Creating a Democratic Classroom: Participatory Politics 
and Civic Engagement in Dance Pedagogy

Clara Martinez

The innovation of embodied democracy lies within the 
application of dance pedagogy in a community setting. 
With citizens pursuing better methods of engagement in the 
communities, one can use dance as a physical, political practice 
to encourage residents to practice participatory democratic 
structures in their neighborhoods. Through a pedagogical 
approach based in democracy, dance educators can call upon 
the use of kinesthetic knowledge as personal, political, and 
citizen organizing information for their students as well as their 
neighbors, and beyond.

Through the following elements, a framework for dance 
and civic engagement can be utilized by anyone desiring to 
create a place for people to practice embodied democracy: (a) 
use Braindance by Anne Green Gilbert to energize, (b) structure 
an exercise for small groups (verbally or physically) by using 
“The YPP Action Frame” from Harvard University, (c) hold 
a community dialogue (verbally or physically) to process 
practices, (d) analyze and assess movement from Laban Effort 
Qualities, not from traditional dance genre movement lexicons. 

By creating an environment of embodied democracy, dance 
educators encourage intersectional moving for their students 
and concepts of how dance is an opportunity to be civically 
active in and out of the studio. This leads to more civic 
participation, inspired by kinesthetic processing. The more 
participants and facilitators use dance as civic engagement, 
the more non-dancer populations can practice and incorporate 
dance in their daily lives and participate in diverse cultures 
and communities. Thus, dance education for all, and all for 
informing dance and dances with truthful content of living in 
today’s society. 

The progression of the above framework aligns the physical 
experiences of the participants with their most pertinent concerns 
of practicing their civic duties. By beginning in movement, 
the participants are prepared to engage kinesthetically as 
well as civically in the remaining exercises. Whether they are 
community members or classically trained dancers, all are able 
to kinesthetically assess their civic abilities as well as allow 
their politics to manifest physically. This practice leads to more 
citizens dancing and more dancers civically engaging.
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Creating an Inclusive Dance Minor

Beth Fath

Dance has had a presence at our Research 1, STEM institution 
for several decades. There were some academic courses, 
including a performance group, but the bulk of dance has 
lived in student clubs, without much overlap between the two 
(academic and co-curricular).

As there were already minors in theater and music, 
we decided the time was long past for a dance minor. Our 
department chair gave us parameters that no additional faculty 
could be hired, and that it would have to have minimal impact 
on our regular GEP teaching courseload. As we reviewed 
minors from other institutions, industry norms, and discussed 
what is we believe is valuable, we developed a minor that 
(a) can be adapted for individual interests within the larger 
themes of practice, theory, and creativity, (b) enables students 
to graduate with the requirements needed for admittance into 
graduate programs, (c) equally values all movement traditions, 
(d) embraces the diversity of our community, and (e) invites all 
students into an academic inquiry with dance.

Dance curricula in higher education are shifting. Many are 
moving away from the old hierarchy dominated by primarily 
western concert forms and embracing, on equal footing, dances 
from the African and Asian diaspora. With this presentation, 
we share how one does not need a large dance major program 
to be reflective and inclusive of the community. For example, 
weighting ballet, jazz, modern, and social dance techniques on 
equal footings within the minor requirements and creating dance 
theory courses that embrace U.S. and international diversity. 
Our curricular choices used limited resources creatively and 
inclusively and devised a plan for future additions. We created 
a program that makes the academic inquiry of dance accessible 
and equitable. While we admit that a dance minor cannot fulfill 
every aspect of dance, we commit to being inclusive of as 
many traditions as possible, honoring our collective past and 
embracing our collective future. Recognizing that a curriculum 
is an evolving entity, we will share our current curricula, the 
process of creating it, and our plans for next steps.

Session participants will reflect on their own curricular 
challenges and successes, assess what aesthetics and 
populations they currently privilege, and brainstorm how their 
own programs can grow curricula to be more inclusive and 
promote access for all dancers and dance scholars.

Creating Artistic Communities: Take it to the People

Jennifer Edmonds-Jones, Margot Faught

Modeled after Bridges’ community dance projects offered in 
recreational centers, shelters, and other non-traditional dance 
spaces throughout San Antonio, this workshop highlights the 
role non-traditional dance spaces have in providing access as 
well as the informative impact these spaces have on the dance 
experience within new, diverse, and expanding communities. 
Using basic creative dance concepts, this workshop guides 
participants through a creative process that accommodates and 
encourages individuality and creativity. Content is modified 
as the workshop progresses according to how participants are 

experiencing the material and adapting it to their own styles of 
moving. Movement exploration starts individually and builds 
to small and large group work with the creative process as the 
priority. 

The intention is to create a nonthreatening environment 
that encourages and allows individual expression of creative 
voice, which also expands our definition of dance space. 
Guided discussion throughout the process, closing with time 
for questions, answers, and reflection.

Creating Collaborations in Dance Education Pre-K-12 and 
Higher Ed

Serene Webber (BFA, CMA), Sandra M. Perez (MA, BA, 
CMA)

This presentation answers the conference question, “How 
can the private studio, higher education, performing arts 
organization, and K-12 sectors work together to improve dance 
education in their communities? It will outline the process 
behind creating a successful, mutually beneficial, educational 
partnership between high school and higher education.

Educators from each sector developed a partnership 
that would create opportunities for pre-service educators to 
gain experience giving critical compositional feedback to 
emerging high school choreographers. This project brought 
the communities of a private high school and a college dance 
pedagogy class together to explore creating, performing, 
responding and connecting.

Through the use of technology and critical feedback from 
the college students, high school students were able to deeply 
explore the creative process including research, exploration, 
revision, and performance while the college students gained 
valuable pedagogical experience through rubric writing and 
giving critical feedback. This presentation provided the high 
school students access to furthering their dance education by 
illustrating gateway opportunities at the university level through 
on campus fieldtrips and collaborative discussions. Valuable 
insight was gained into the mutual challenges, processes and 
triumphs of creating meaningful choreography at any level 
thus bringing both communities closer in understanding of 
each other and the creative process.

The collaborators will share their triumphs and challenges 
with attendees who will come away with conscious 
administrative procedures for developing collaborative 
educational opportunities and practical educational strategies 
for incorporating such collaborations into the curriculum. 
These strategies will include the National Core Arts Standards 
addressed, outcomes that were realized by both communities 
both compositionally and pedagogically, the methods of 
giving critical compositional feedback, and additional ways 
to increase the number of partners involved. This presentation 
will illustrate the rich and varied potential connections between 
dance sectors by highlighting the empowerment experienced 
by both students and educators involved in this collaborative 
process and will conclude with a viewing of a portion of the 
process and the final dance compositions of the high school 
students. This action research is valuable to the educational 
dance community as an example of creating meaningful 
educational partnerships between different sectors of dance 
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thus illustrating the mutual connection between all dancers and 
educators.

Creating Dance Cultures: University Dance Programs as 
Advocates for Dance Education

Stephanie Thibeault (MFA, BFA)

In communities where dance education and public knowledge 
of dance are limited, university dance programs have a unique 
opportunity to help create dance cultures and expand dance 
education.

When preparing to launch a baccalaureate degree program 
in Dance, many dance educators and administrators concern 
themselves greatly with the details of curriculum, course 
content, program goals and learning objectives, assessment, 
entrance requirements, matriculation processes, fulfillment of 
general education requirements, capstone experiences, and 
graduation criteria. These are the important building blocks of 
any degree program and must be given careful thought. But 
where will these programs find their future students, and what 
awaits those students when they graduate? 

A critical aspect of founding a successful university dance 
degree program is establishing and developing a culture that 
will produce students and graduates with desirable qualities, 
leading to academic and professional success. This development 
of culture expands far beyond the program or university to the 
wider community and the general public. In areas where dance 
is not a prevalent part of the existing culture, university dance 
programs can serve as a beacon, shining light on the importance 
of dance education, and guiding communities through the 
discovery of dance as art, entertainment, community-building, 
and educational necessity. This can be a challenge in areas 
away from large metropolitan centers that embrace, support, 
and celebrate the arts. 

Dance education is valuable for every student, regardless 
of inherent talent, professional aspirations, or geographical 
location. What role can universities play in educating the general 
public about the importance of dance and dance education? Can 
university dance programs help ensure that dance is included in 
all discussions about arts education? How can university dance 
programs aid in establishing and building a dance culture in 
regions without existing or prominent professional dance 
communities? How can university dance programs help expand 
K-12 dance education programs throughout the state or region? 
What partnerships and initiatives are most effective in the 
development of different types of dance education programs? 
This research examines various approaches universities are 
taking to advocate and help build support for expanded dance 
education. By studying these approaches and the associated 
expansion and growth of dance education programs, all 
dance educators can begin to assimilate their own strategies 
for initiating new and expanded dance education programs to 
reach students in every geographical corner.
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Cross-Training Warm-Up for Dancers

Marissa Schaeffer (CSCS, BFA, SPT)

Dancers get injured. A cross-sectional study published in 
Europe in early 2016 reported 54.8% of its ballet and 46.3% 
of its modern dancers to be injured at the time of study. In a 
review published in 2015, injury rates in pre-professional 
dancers are quoted to be as high as 0.8-4.7 injuries/ 1000 hours. 
It is therefore imperative that we do what we can to keep our 
dancers from getting injured. 

In studies of parallel cohorts including young handball, 
soccer, and basketball players, it was found that by 
implementing brief pre-game specific neuromuscular warm-
ups, lower extremity injury rates were significantly reduced 
in players. We might therefore assume that a similar, sport-
specific warm-up might also aid in the prevention of injury for 
dancers. 

The purpose of this session is to educate participants about 
a specific approach to a full-body warm-up for dancers of all 
disciplines, ages, and ability. Attendees will learn about the 
purpose and components of a warm-up - stretch, activate, and 
coordinate - and will be taken through movements pertaining to 
each. The importance of every exercise as it pertains to strength, 
range of motion and neuromuscular control will be explained 
along with its relevance to dance technique and performance. 
Upon completion of this movement session, participants will 
have an understanding of how to execute and teach a short, 
portable, and dance-specific warm-up for any dance class. The 
warm-up requires no additional equipment and little space and 
thus can be introduced in many different settings.

The session will be taught as a lecture-demonstration. 
Following a brief ten-minute introduction on the structure, 
function, and basic principles of a dance-specific warm-up, 
participants will spend the remainder of the session being 
taken through each of the three segments. Examples of exercise 
progressions, regressions, and modifications will be discussed 
and demonstrated so that educators have an understand of how 
to tailor warm-up components to each of their students no 
matter the ability.

Cultivating and Accessing Mobile Technologies with Dance 
Performance: Stage to Audience Connectivity

Heather Castillo

The announcement is familiar: “Please turn off your cell 
phone,” barring the use of mobile technology from the 
sacred dance and theatre space. What happens if our 
performance domains welcomed mobile technology into select 
performances as education and outreach regarding the form? 
Does the introduction of such technology reduce the quality or 
engagement of the audience, or can it have the opposite affect? 
What are the benefits and/or consequences of tethering your 
performance?

For the past three years, through the Arts Under The 
Stars(AUTS) event at CSU Channel Islands, student 
performers and faculty have been experimenting with the 
integration of mobile technology. Arts Under The Stars is a 
multi-media research based concert in which dance is often one 



of the primary communicators of interdisciplinary research and 
creative ideas proposed from across all disciplines on campus. 
The wide-spread integration has brought audience members 
who previously have had little or no exposure to dance other 
than what is commercially available. Fusing academically 
informed research processes, combined with applicable 
commercial practices, social media incorporation, and web-
based digital dissemination has created a unique environment 
to educate, engage, and excite new audiences through the 
power of performing arts and specifically dance. 

Fostering student innovation in applying their digital 
world and media use to educational and creative platforms has 
produced an unexpected anomaly in audience involvement. 
Cultivating an atmosphere that reflects mobile-device-culture 
in an environment that usually bans the technology generates 
an inviting vibe with a broad ripple effect. Every year, more 
students who might not have otherwise, join the creative team 
from across campus to produce, create, and perform in AUTS. 
Measurable growth in audience size, reaffirmed by digital 
analytics, bolsters the idea that tethering your performance to 
mobile technology can be a positive experience.

The idea to go mobile stemmed from green initiatives 
coinciding with the desire to root performing arts as an essential 
integration component and unique form to present research. 
The boldness in mobile application has grown every year. 
With each component tested comes coinciding success, failure, 
knowledge, and further desire to improve, grow, rework, and 
experiment. Through the navigation of web-based mobile 
technologies, geo-tagging applications, and generational-gap 
information preferences, a model for partnership has emerged. 

This presentation will provide best-practices learned 
through application and experimentation for partnering mobile 
technologies with performance.

Cultivating Equity and Access: Community Colleges 
Provide Dance Education for All

Lynda Fitzgerald, Janaea McAlee

In today’s world, the cost of education has become not only 
ridiculously expensive, but unobtainable for many. In effort 
to support the accessibility of dance in education and dance 
education, on the college level, community colleges have 
continued to lead the way in a cost effective manner. Serving as 
a spring board into the four year schools, community colleges 
serve as a student’s freshman and sophomore years. Using Anne 
Arundel Community College, Estrella Mountain Community 
College and Montgomery College as examples, discussions 
will include: the dance major, the dance curriculum/courses 
offered, ease of transfer to four year schools, performance 
opportunities afforded to the students, summer youth programs, 
service learning opportunities (broadening the exposure of 
dance in the community), the role of the community college 
regarding exposure to culture and the arts in general, financial 
aid/scholarships, and where our alums have gone and what 
they are doing.

We believe that community college cultivates equity and 
access in providing affordable, viable dance education for those 
looking to advance their knowledge, education, and careers.

Cultivating Equity and Access through Improvisational 
Dance Education

Alison (Ali) East

As the world powers strive for greater control and increased 
surveillance of their populations, and as educational institutions 
compete for ranking based on corporate ‘excellence’ and 
prestige; as the creative and performing arts are pressured to 
prove economic viability, the true role of the arts as the voice 
of the community – free to comment on social and political 
issues – is being challenged. Amidst this climate of elitism 
and bureaucratic control how might academic dance programs 
continue to provide socially and politically responsible and 
responsive dance education?

It would seem to this long-time teacher of dance-making that 
one remaining clear place of potentiality is the improvisation 
class. It is here, where the pedagogy is focused on (as in the 
meaning of the Latin root ‘educare’) drawing out knowledge 
spontaneously and intuitively, rather than packing information 
in or imposing particular stylistic vocabulary on young body/
minds, that students may find true freedom of expression and 
where they may practice an ethics of care, inclusivity, parity 
and democracy. 

In this paper I outline some of the ways that the dance 
improvisation class might imbed these key aspects of social 
justice into student learning. In doing so, I draw on the 
literatures of education, aesthetics, social politics, eco-
philosophy and somatics.

Cultivating Equity in Choreography, the daCi Way

Anna Mansbridge, Marlene Strang

Cultivating equity and access for all in dance education is central 
to the mission of daCi (dance and the Child international). A 
non-profit organization, daCi promotes the development of 
dance for children, youth and adults on a global scale. daCi 
believes that every young person should have equal access and 
opportunity to dance regardless of ethnic, gender and cultural 
identity. This practical movement session will look at how 
the daCi method cultivates equity and access through multi-
generational dance making. When people attend a daCi Day 
of Dance, or a National or International Conference, people 
of all ages and abilities work together exploring, improvising 
and creating dances. It is this experience of all ages working 
together that is profound and life changing.

In this fun and meaningful session Anna Mansbridge 
and Marlene Strang, members of the daCi USA board, will 
lead participants through a daCi style choreography project 
including Warm-up (BrainDance), Exploration, Creating and 
Reflecting. They will demonstrate how this flexible lesson 
plan format supports diverse multi-generational learners with 
different cognitive, physical and social-emotional needs and 
abilities. They will show how participants are engaged in the 
learning process through problem solving, collaboration and 
creativity, and how this format allows everyone to successful. 
A handout of the lesson plan will be provided, including a list 
of resources for future reference.
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Cultivating Student Access to Somatic Education through 
Co-creating a Safe Learning Environment

Donna Dragon

A safe learning environment is essential to fostering 
collaboration, inquiry, and engagement in learning with 
multiple and diverse perspectives, and mutual respect. Through 
a case study of two university core courses in World Dance, 
this paper examines the impact of students participating in 
embodied practice on co-creating a classroom culture where 
students can dare to expand thinking, learning and doing.

Researchers in neuroscience, education and somatic 
education contend that the mind works with the body/senses 
and emotions to create meaning and knowledge through 
intrapersonal and interpersonal relationships. Students 
participated in a guided embodied practice and utilized the 
knowledge gained from their experiences as a basis for 
co-creating agreements for a safe learning environment in 
their respective courses. Specific classroom research-based 
strategies applicable in classrooms in the public and private 
sectors (including imbedded assessments) will be identified.

This research benefits the field of dance by expanding 
research-based approaches to dance education to increase 
student access to dance and somatics skills and knowledge. 
While much research focuses on creating physically safe 
learning environments, which is extremely important in dance, 
this research explores the ideas of creating psychologically, 
intellectually, and spiritually safe classrooms as well. This 
holistic perspective and related practices can assist dance 
educators to cultivate safe learning classrooms to provide 
access to somatic education knowledge and skills for students 
with differing backgrounds, abilities and needs.

For students entering a somatic education-based classroom 
for the first time, the content, methods and diversity of students 
can create an environment of “newness”, of “the unknown”. The 
magnitude of “newness” in skills, knowledge, experiences and 
relationships can increase students’ levels of anxiety and fear, 
which may inhibit learning, stop exploration, create resistance 
responses and keep students from taking healthy, appropriate 
risks—ultimately limiting students access to somatic education 
knowledge and skills.

This paper addresses this progression of questions: “Why is 
it necessary to consciously create a safe learning environment in 
somatic education classrooms?”; How can we utilize “somatic 
experiences” to co-create a safe classroom environment?; and, 
“What are potential outcomes of engaging students in co-
creating safe learning environments?”

Cultivating Undergraduate Dance Majors’ Access to 
Research Skills and Opportunities

Caitlin Carabba, Donna Dragon, Anna Dankel, Kailey 
Schneider, Kaeleigh Smith

This panel of one university dance faculty and four 
undergraduate students offers a case study that examines 
the processes and outcomes from creating and engaging in 
undergraduate research in two sequential dance courses: 
Creative Dance for Children and Dance Methodology. This 

panel’s research contributes to the field of dance and dance 
education in two significant ways; (1) it contributes a case 
study about the benefits of cultivating undergraduate dance 
majors’ access to research skills and opportunities from the 
students’ and faculty perspectives that fills a gap in current 
dance education practice research; and, (2) it offers a model 
for integrating undergraduate research into dance methodology 
and creative dance classes that can be applied in college and 
university dance curriculum.

Research shows that undergraduate students’ engagement 
in researching can clarify career paths and demonstrate to many 
students that they have an aptitude and affinity for inquiry and 
research. 

Undergraduate research is a proven “high-impact practice” 
for diverse undergraduate student populations. Students who 
engage in undergraduate research demonstrate significantly 
higher increases in knowledge and skills especially in the areas 
of creativity, critical thinking, problem-solving, collaboration, 
oral and written communication, and leadership than students 
who do not engage in research. Research also suggests an 
organized undergraduate research program can foster feelings 
of community and loyalty to a program or an institution, and 
inspire a drive for life-long learning.

However, undergraduate research opportunities are created 
and implemented primarily in science disciplines and most 
studies on undergraduate research focus on the sciences. Little 
research exists on the benefits of undergraduate research for 
dance majors, dance faculty and dance departments. With 
so many potential gains for dance students who engage in 
undergraduate reach, this panel relates to the conference 
theme by exploring, “How can dance educators cultivate 
undergraduate dance majors’ access to research skills and 
opportunities within established dance education courses?”

To address this concern, the panel focuses on the following 
progression of questions: (1) How might a dance educator 
integrate undergraduate research into established creative 
dance and dance methodology courses?; (2) How might 
students, faculty, and the dance department benefit from 
research projects that are part of dance education courses?; (3) 
What are challenges of creating and engaging in undergraduate 
research within dance education courses?; and, (4) How might 
cultivating undergraduate dance majors’ access to research 
skills and opportunities impact future dance majors and the 
department of dance?

Curricula Design: Access to Non-Dance Content and for 
Atypical Population

Sandra Minton, Toni Duncan, Megan Hoggarth, Dea Illian, 
Leslie Williams

This panel session presents a practical approach by describing 
how five teachers provided equity and access to varied non-
dance content, and to a non-traditional population through 
specially designed curricula. The panel participants include: 
Sandra Minton, Toni Duncan, Megan Hoggarth, Dea Illian, and 
Leslie Williams. The last four are teachers in public schools 
and/or dance studios. 

The benefit of this presentation is to provide information 
about how other dance teachers can provide access to content 
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not usually taught in a typical dance class. It would also 
describe how access was made possible for a population of 
adult dancers not traditionally given opportunities to participate 
in a choreography curriculum. Being able to experience this 
content is important to both public school and private studio 
dance teachers. It demonstrates possibilities for depth and 
breadth in dance instruction. 

The information in this presentation provides a fresh 
perspective. Four of the panel members were recently awarded 
their MA degree in dance education. The presenters will describe 
a unique curriculum they each designed for their thesis project 
in which they taught non-dance concepts through movement 
and dance, or provided dance instruction for a population of 
adults not typically served in traditional choreography classes. 

This presentation relates to the conference theme in two 
different ways. First, it demonstrates how movement and 
dance can provide access to and an understanding of non-
dance content in both public school and private studio settings. 
The non-dance content to be discussed includes poetry, 
character education, and non-musically based choreographic 
inspirations. Second, the presentation imparts information 
on how a choreography class can be structured for a non-
traditional, multi-generational, adult population who are no 
longer in school or college. 

This presentation shows a logical progression in the 
following way. 1) Each panel member will briefly describe 
the goals of their thesis, the essential questions they hoped 
to answer, and the population that participated in the project. 
2) This will be followed by having each panelist provide an 
outline of the curriculum they designed so audience members 
would have an idea of its basic content. 3) A brief summary 
of the outcome of each project follows. 4) The presentation 
concludes by having each panel member discuss implications 
and suggestions for others who might want to pursue the 
design of a curricula based on similar content, or for a similar 
population of students.

Dance 2050 K-12 Conversation

Susan Lee

Since 2012, the Dance 2050 working group has gathered to 
craft a vision for dance in higher education. This working 
session proposal reflects the commitment to reaching out to 
other constituencies to further energize the conversation, make 
connections and share the values reflected in The Vision for 
Dance in Higher Education. Responding to the call from our 
heritage to be forward thinking and address the issues that 
should not be ignored, The Vision Statement speaks across the 
domains of our field that can unite us rather than divide us. In 
this quest we assess how the themes of the Vision Statement 
can serve as a launching point for deeper dialogue between the 
higher education community and the K-12 community. The 
goal is the creation of a template for state-wide reflection on 
dance education that is mutually respectful and inclusive.

In the spirit of Dance Education for All, this session will 
look at the future of K-12 – Higher Education relationships. 
We will explore collaboration, capacity building, professional 
development and the resources needed to take on the challenges 
that face our field. Some of the questions to be explored include: 

what core values and educational beliefs emerge through 
boundary crossing dialogues, what challenges and needs can 
be identified through a well-designed model for critical and 
futurist thinking, and is there a model of best practices for 
higher education and K-12 dance in NDEO State Affiliates?

We need to take the next step and ensure that the Vision 
Statement is a living document that speaks to aspirations across 
the field. To that end, we must ask; what does it mean for our 
students, what does it mean for professional development and 
degree programs, what does it mean for our pedagogy, and 
what does it mean for state-wide advocacy across the private/
public education boundary? To achieve equity and access, how 
do all of our spheres of influence work toward shared goals? 
What research is needed to further address these questions? 
Participants in this session will actively address these issues 
culminating in a roadmap for wider dissemination. This forum 
celebrates our efforts to shape our future and bring many more 
in higher education to recognize the needs articulated in the 
field through the lens of K-12 Dance Education.

Dance and Dialogue. Teens dance with no fear or 
judgement? YES! Then the magic happens!

Ricka Kelsch

Dance and Dialogue begins as a day long workshop created by 
Ricka Kelsch. It brings together teens from all corners of the 
city who share the love for dance and helps them to connect 
across the socioeconomic and cultural boundaries which 
otherwise separate them. The teens begin the day in council, 
modeled after the native American Indians, where they have 
the opportunity to share their experiences and emotions. 
As they go through this process, they begin to drop their 
judgement and fears of others. They learn that they are more 
the same than different, and begin to connect with one another. 
Bringing that emotional openness to the dance classes helps 
them to understand the deeper meaning of dance, to see dance 
as a communication through movement about human concerns 
and stories of human interest. They learn that by making 
a connection to dance with an open heart they can pass the 
benefits to others by giving of themselves through their art in 
a meaningful way such as offering philanthropic programs of 
their own creation, and in doing so they carry with them the 
knowledge that they will make their city a better place. 

The results of the program are already showing great 
promise. The participating schools have created wonderful 
free dance programs for locals, or have told great stories or 
advocated for others using dance to communicate their feelings. 
Others have performed for elders in their communities. The 
program is empowering and liberating. 

Students have written about the long term affects of being 
in such a program that has opened their eyes to their own 
potential, saying that they have chosen dance over being in a 
gang. Others have chosen not to take their lives because they 
now have an outlet that makes them happy.
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Dance and Lead: An Artistic Journey to Leadership

Chanel Green

The purpose of this qualitative phenomenological study is to 
understand how dance, dramaturgy, aesthetic, and somatic 
practices are manifested in the daily work of educational leaders 
in dance. The study explored the art of dance and leadership 
by investigating the experiences of dance educational leaders 
from a fresh perspective. It examined how dance, dramaturgy, 
somatic practices, and aesthetic knowledge influenced their 
leadership development. The participants for the study have 5 
or more years in educational leadership in dance, affiliation at 
a university, or affiliation with a leadership organization, and at 
least ten years of professional dance experience.

The findings indicated that leadership is an art and 
knowledge and experience in dance can be applied to leadership 
and leadership education. The arts and aesthetic experience can 
contribute to creative leadership by encouraging the creative 
leader to take the stage so that meaningful knowledge can 
be used to facilitate change and improve communities. The 
research study is beneficial since it presents dance as a form 
of leaership education as a discipline in higher education 
that assists in developing educational leaders. The research 
contributes to the field of dance, dance education, and 
educational leadership because leadership is an art (Denhardt 
& Denhardt), 2000). The study provides an understanding of 
how connecting art-based methods to existing leadership and 
leadership development enhances leaders who engage in the 
reinvigorated training. The research is beneficial to artists, 
directors, and coordinators of educational leadership programs 
as well as educators. The study demonstrates the importance of 
dance as a form of leadership and how like leadership dance 
is universal. Leaders can use dance to convey meaning and 
express nonverbal communication which includes equity.

This proposal relates to the conference theme because 
it demonstrates dance through the lens of equity and access. 
Dance is a way to express emotions and be open. Dance is 
an emotional art form and evokes emotion. Dance teaches 
empathy. When educational leaders are empathetic this can 
assist in creating an equitable, just, and inclusive environment 
for dance education. Leaders need to have empathy to 
understand students’ perspectives and leaders who are in touch 
with their feelings will be aware of others’ feelings (Katz-
Buonincontro, 2011). Art focuses on the feelings which create 
an emotional connection and this can assist leaders to develop 
leadership skills. Recommendations offered from this study 
will benefit educators. Dance applied leadership will provide 
educators the ability to apply artistic practices to leadership.

Dance and Math Remix: Cultivating Equity and Access for 
Elementary and Middle School Learners

Diane McGhee Valle

The purpose of this session is for participants to engage in 
practical strategies that will lead to effective interdisciplinary 
teaching and learning of dance and mathematics. The focus 
question is: How do we connect from dance-based instruction to 
non-arts subjects while promoting integrated interdisciplinary 

curriculum for all? This session will address how to connect 
on theoretical and practical levels using concepts and guiding 
principles that are fundamental to both disciplines. 

Benefits of interdisciplinary education show that students 
who make connections across disciplines tend to be more 
successful, innovative, and better prepared for a changing 
world. Research, conducted by Stanford University, the 
College Board, and other institutions, consistently states that 
interdisciplinarity will be a key driver of our global future. 
Furthermore, in NDEO’s Vision Document for Dance 2050, 
interdisciplinarity is a main theme for teaching, curriculum 
development, research, and artistic practice; therefore, it is 
critical that we learn how to bridge knowledge, skills, and 
understandings across multiple disciplines. By using an 
interdisciplinary approach, we can empower learning in both 
areas- math and the art of dance.

This session looks at: 1) content and strategies for 
interdisciplinary instruction, 2) equity and access, and 3) 
expanding school community support for dance. We will apply 
direct means and analytical frameworks from both disciplines 
to synthesize information and integrate insights. We will use 
embodied ways of knowing to experiment with whole number 
operations as exercised through balancing and improvisation, 
acquire strong number sense and bodily sense, create geometric 
modeling to emphasize spatial relationships, and use creative 
thinking to answer other mathematical questions. The strategies 
chosen for this session are intended to be inclusive of all 
subsets of the population, regardless of abilities, and without 
giving privilege to specialized knowledge or dance styles. 
Session participants will problem solve, use creative thinking, 
reflect, and work both individually and collaboratively to 
understand how young learners may respond, think, and learn. 
Participation will permit immediate feedback and assessment. 
The presenter will demonstrate the methods that dancers, 
generalist teachers, and professors can successfully employ in 
their own classrooms. Additionally, we will consider how to 
invite interdisciplinary collaboration across school divisions.

The content of this session has been formulated over three 
decades by an experienced dance teacher of children in studios, 
public schools, generalist classrooms, and college programs. 
The content has also been used in curriculum and for teacher 
professional development initiatives.

Dance and Neurodiversity: Advocating for Embodied 
Intelligences

Matthew Henley

The term neurodiversity suggests an approach to understanding 
our cognitive abilities as socially constructed categories that 
exist in broad spectrums with each individual having unique 
strengths and weaknesses across categories. Those of us who 
dance, and who teach dance, recognize the ways in which a 
dance education could encourage the development of a range 
of cognitive abilities, especially higher-order thought processes 
such as critical thinking and problem solving. Within the field, 
these abilities are often referred to as bodily or kinesthetic 
intelligences, from Gardener’s Multiple Intelligences Theory. 
Multiple Intelligences Theory, however, is at odds with other 
theoretical frameworks currently used by the field of education 
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to assess cognitive ability. This makes it difficult to affirm and 
advocate for our neurodiverse students who excel in the dance 
classroom but struggle in other academic areas. 

In this presentation, I will discuss the results of a mixed-
methods research project that attempts to describe how 
behaviors demonstrated in the dance classroom are reflective 
of cognitive abilities. In the qualitative portion, two dance 
educators developed detailed descriptions of dancers’ classroom 
behaviors that were reflective of kinesthetic intelligence. 
These behaviors were then discussed through the framework 
of Cattell-Horn-Carroll Theory, a widely-used framework 
for cognitive ability in the field of educational assessment. 
In the quantitative portion, a group of dancers’ scores on the 
Woodcock Johnson Test of Cognitive Abilities were compared 
to a matched sample from the general population to look for 
systematic differences in the cognitive profile of dancers. 
It is hoped that the results of this research will empower 
dance educators to recognize the cognitive strengths of their 
neurodiverse students by making explicit connections between 
our practices and the concepts and language used by the 
broader world of educational assessment.

Dance at the Core: Engaging Community through an 
Elementary School Dance Program

Susannah Keita, Lynn Monson, Laura Rocha, Gail C. 
Harris

Dance at the Core, a program of the Arizona Dance Education 
Organization, brings together the local dance community 
through the facilitation, design, implementation, and support 
of an elementary school residency. In its first year, the program 
participants included teaching artists, dance companies, a 
university dance program, and the school community. The 
year- long residency was conducted with the third grade at 
Dunbar Elementary, in Phoenix. Four components made up 
the program: a weekly in- school creative movement class, 
monthly classroom dance integration sessions, lecture- 
demonstrations and performances by local dance groups, and 
professional development for school faculty. Dance at the Core 
provides just one model for establishing a dance residency 
with benefits that extend far beyond the school. Recognizing 
that similar programs exist nationwide, the panel will present 
Dance at the Core while facilitating a discussion of the benefits 
and challenges of elementary school residences. Integrated 
dance programs provide access to a well rounded education 
and equity for students, especially in low-income schools. 
However, they present unique challenges that are not always 
addressed in dance education research. 
The Dance at the Core collaborators will discuss the process 
of initiating and sustaining the program, and present the 
curriculum, sample lessons, and assessments. Throughout the 
presentation, attendees will be invited to join us in a discussion 
of key questions related to residency programs in elementary 
schools: What are the goals of elementary school dance 
residencies, and what role do these programs play in creating 
equity and access to dance education? What are key steps and 
best practices in program design, funding, implementation, 
and support? How do you best assess the students and your 
program, and how do you define success in this setting? How 

can you engage both the school and dance communities in 
your residency in a way that is synergistic and beneficial for all 
involved? Perhaps most importantly: What happens after the 
residency ends? Can outside organizations use the residency 
model to generate lasting change in school culture that will 
allow for more dance in the future? 

Dance Company “Plants the Seed” Making Performances 
with Children at the Heart of the Mission

Nicole Flinn

In what ways can dance organizations develop a pulse for 
both dancers and community while “planting the seed” for 
involvement and appreciation for the arts from a young age?

This session will share how a college dance troupe, 
StrikeTime, provides student access to dance performance 
through outreach and partnership opportunities with community 
and local school districts. Participants will observe the ins and 
outs of StrikeTime’s creative process and its practices used 
for outreach and advocacy for continued K-12 engagement. 
The StrikeTime model offers participants an opportunity to 
investigate, explore and dialogue potential avenues that support 
creativity, performance, and learning through the connection of 
dance. 

There are a number of essential parts necessary to provide 
a high quality education in the arts to all students. Community 
engagement and cultural collaboration between schools and 
community arts organizations are areas of importance. Content 
from this session will demonstrate ways to develop community 
support and provide student access to arts programming 
through performances that supplement, enrich, and strengthen 
both school curriculum and arts experiences for both young 
students and artists in training. 

StrikeTime Dance Company, an affiliate pre-professional 
dance troupe of Hope College, works to expose children 
to dance through interactive performances that embrace a 
connection to learning, creativity and imagination. StrikeTime’s 
vision is “to provide an opportunity for children to have 
access to dance designed especially with a young audience in 
mind.” The ultimate goal is to create opportunities and venues 
throughout schools and communities for children to experience 
and participate in live dance events. The company collaborates 
closely with K-12 sectors in order to advance equity and expand 
the access of dance to diverse populations. Through local and 
statewide collaborations with K-12 programs, over 10,000 
children a year are exposed to a unique dance experience.

Through the use of a touring assembly performance and 
a main-stage theater performance, company members create 
and design work that strives to develop inquiry, promote the 
transfer of learning, and enable opportunities for audiences 
to make connections to ideas and concepts across disciplines. 
It continues to carry out its mission, while creating new and 
innovative ways to engage and transform children of all ages 
through the art of dance
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Dance Diversity: Why Tap?

Anita Feldman

While tap dance is almost always taught in studios, and 
sometimes in K – 12, it is rarely included in the dance 
curriculums of higher education. When it is, it is usually an 
elective not required for dance majors.

This workshop, designed for all dancers, will experientially 
delve into what is learned in a comprehensive tap course. In 
the study of the origins of tap dance, students learn about 
world history and culture. Issues of racism, sexism, financial 
disparity and the peaceful melding of different cultures in 
America were central to the development of the new American 
form of tap dance. The technique of tap helps students 
clarify weight changes, and is an active, motivating learning 
discipline for rhythmic analysis and music appreciation. It also 
teaches students how to release their weight into the earth, 
and create ease in the body while dancing. Improvisation and 
choreography have been vital in the ongoing creative evolution 
of tap, and should also be included in tap courses. All of these 
experiences help dancers of all styles expand their awareness 
and ability.

My observation from years of teaching tap at a college 
level is that even the most advanced tap dancers have little 
knowledge of the stories and origins of tap. Most don’t know 
that it is an American dance form, that it has such strong 
African American origins and that it continues to evolve 
creatively. It is beneficial for students that tap in all educational 
venues is taught in this comprehensive fashion and that dancers 
understand the contributions of different cultures to this well 
loved form of dance. 

The workshop will show my method of including all of 
these facets in a tap course, and will demonstrate the value 
of making dance curriculums more diverse by including tap 
dance. I will also share my syllabus and teaching materials.

All levels of tap dancers, and non-tap dancers, are welcome, 
even if you forgot your tap shoes.

Dance DNA: A Dance Education Laboratory Workshop

Felice Santorelli (EdM, BFA) Ann Biddle (MA)

In our increasingly multicultural and multiethnic global 
society, it is vital that we expand our study of dance history to 
include all cultures. This workshop explores the query of how 
dance educators can diversify their curriculum beyond codified 
techniques and traditions of Western dance to expand the 
study of dance to include all cultural dance styles. Dance DNA 
provides dance educators with practical methods for teaching 
an inclusive course in dance history that acknowledges the 
universality and function of dance in cultures and societies 
around the world. Workshop participants will be introduced to 
Alan Lomax’s cross-cultural coding system, Choreometrics, 
as applied to both middle and high school multicultural dance 
education. Participants will practice using Choreometrics 
to code and analyze various world dance forms, and draw 
extensions to dance history, dance literacy, and collaborative 
choreography.

By learning and then applying a common cultural dance 

language, workshop participants can purposefully cultivate 
an objective method for viewing and analyzing dance through 
a less biased, more culturally equitable lens. Through this 
experiential process, participants will gain practice identifying 
and naming salient characteristics within broad cultural styles 
and drawing comparisons between different world dance forms. 
Participants will discover how this process allows students 
to analyze and describe all forms of dance in detail and with 
accuracy, both verbally and in writing. The workshop will 
orient around the use of small groups focused on developing 
lesson and unit plans that honor and accurately explore world 
dance forms. The facilitators will share how they have applied 
this method of cross-cultural analysis to different age groups 
and within varied dance classes. The workshop includes a brief 
presentation, examples of lesson plans, small group coding and 
choreographic tasks, plus a final group sharing.

The goal of this workshop it to assist participants in crafting 
dance curriculum that is diverse, inclusive and culturally 
equitable. Such an objective, inclusive approach to curriculum 
aims to promote a sense of equity among a culturally diverse 
student body and allows dance educators and dance students to 
look at dance free of a belief in a hierarchical structure of dance 
styles and genres.

Dance Education as the Center of the Community

Kenneth Skrzesz

How might dance teaching and learning change if we allow 
the influence of the communities that surround our schools 
and studios? Rather than creating work FOR a community, 
what if we created work OF a community? These questions 
inspire a fresh way to look at dance education: technique, 
historical contexts, and conceptual frameworks. Cultivating 
relationships with surrounding communities, and providing 
movement responses to their challenges, celebrations, 
strengths, and unique characteristics, removes barriers that are 
often created by an art form that is steeped in a specific cultural 
and historical perspective. By providing guidance, space, 
and time, session participants will develop cursory outlines 
for projects to be expanded and implemented. Participants 
will discuss ways to investigate and understand the particular 
nuances of their communities, and to select one aspect to act 
as the concept for a movement project. Brief steps will be 
outlined to bring the project to fruition with clearly stated 
outcomes and measurements for community and artistic goals. 
Key individuals (community leaders and artist leaders) will be 
identified along with any works of art to be used for research 
and motivation. The identification of the target populations, to 
create and experience the project, will be connected to ideas 
for promotion and documentation. Finally, the group will look 
at ways to communicate the impact of the project and consider 
ways to archive the experience. While the in-session work will 
be individual or small group, reflection time will allow for the 
sharing of ideas to inspire elevated viewpoints.
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The Dance Maker App (92Y)

Barry Blumenfeld, Henry Holmes

The Dance Education Laboratory at the 92nd Street Y was 
founded in 1995 by Jody Arnhold with a mission of providing 
dance experiences to every child. Their Laban-based system is 
carried forward to a community of educators through a variety 
of workshops and intensives, and a summer institute. But DEL 
wants to reach further and bring good dance education to more 
students than ever before. In recognition of the pressing need 
for greater access and availability, DEL is tapping into the 
evolving relationship between dance and technology for fresh 
approaches. They are introducing a new mobile application that 
will enable teachers and students to dance ever more boldly 
together and greatly increase their community’s reach.

The app — Dance Maker — centers around the concept 
of a movement sentence, which helps students explore the 
relationship between meaning and physical motion. Users 
choose a set of action words based on particular topics like 
Oceans or Transportation from a database of vocabulary, then 
through an exploration process they move from inspiration to 
action as the action words become a nuanced choreography. 
The app’s colorful interface helps students make clear 
decisions and experiment confidently. It doesn’t force anyone 
to think about dance making in a specific way while offering 
a clear disambiguation of the LMA concepts of Body, Space, 
Dynamics and Relationship underlying the exercise. It also 
includes resources and help screens that make it easier for users 
outside the DEL community to engage with the process in a 
fun, informative way.

The workshop explores the app’s main features in 
relationship to common classroom challenges and learning 
opportunities. We will consider how the project can be useful 
to anyone from experienced educators to newcomers and even 
those without dance education experience. Participants will 
also have the opportunity to address age and ability related 
concerns in terms of the app and practice creating dances and 
lessons for themselves.

Dance Education through the Independent Lens

Carrie Hammond (MAT, BA)

Often times at conferences the focus is on K-12 public 
education and curriculum. Independent schools and their 
unique curriculum are often left out. Our paper will offer 
insight to those teachers who are teaching in the independent 
sector. We will discuss the freedoms one has teaching at an 
independent school and the confined restraints of being at one 
of these schools. We will explore and discuss the curriculum, 
and teaching philosophies when teaching some of the country’s 
most competitive students. 

Within the walls of an independent school exists its own 
policies, pedagogies and core values. It is up to each school to 
govern as they see fit for the specific needs of their students. 
It is here that a wide variety of students enroll to encounter 
an environment different from that of a public school. Perhaps 
their goal is to be educated at an American school, attend class 
with no more than fifteen students, be provided with one on 

one help sessions during the academic day or simply engage 
in a community that is free of judgement. Our paper hopes to 
shed light on the dance classroom as a vehicle to meet these 
student’s individual education/emotional needs. This paper is 
to offer insight to those independent teachers who often say 
“Where do I go for help?” and “Who understands my teaching 
struggles?”

Dance Education Through The Independent Lens seeks to 
examine the true ideology of “Each Girl’s Success”(Oldfields 
School) and “You Can. You Will.“ (Garrison Forest School), 
which is a direct connection to this year’s theme Cultivating 
Equity and Access: Dance Education for All. Our paper 
examines how dance education is used in the independent 
sector to meet the individual needs of its students and explain 
the benefits and challenges of this format. We wish to show 
the need for: a network of Independent School dance teachers 
while navigating dance in an Independent School setting (Day 
and Boarding), reaching students of color in an Independent 
School dance program, reaching International students, creating 
a dance concert where every student can see themselves, 
the challenges of being more than a dance teacher- outside 
responsibilities in a 24/7 school and application of Independent 
Education Plans.

Dance for Athletes: An Athletic and Artistic Approach

Nicole Deming, Melissa Bell, Dyana Janoscak Cronin, 
Jenny Mossburg , Marina Thompson

Strength, speed, power, agility, conditioning and flexibility are 
just some of the aspects a well-rounded athlete must exhibit 
to perform at a high level. The Anne Arundel County Public 
Schools Dance for Athletes course supports our district’s 
mission statement “Elevating all students, and Eliminating 
all gaps” with its focus on enhancing and refining athletic 
performance through techniques and training provided within 
the art of dance. Units emphasize the health and skill related 
components of physical fitness, dance techniques and styles, 
movement skills, safety, critical analysis of movement, 
performance, knowledge and awareness related to dance and 
sport. 

Throughout the course, special emphasis is placed on 
injury prevention, nutrition, improvement in all fitness areas, 
refinement and clear articulation of movement, creative 
expression, teamwork, leadership and performance. This course 
attracts the student athlete with the intent to improve their overall 
skill within a specific sport while providing the opportunity for 
personal expression. Both dance and sport provide a feeling of 
accomplishment when performing one’s best. Generally these 
students are high-achievers and disciplined. As an art form, 
dance maintains the same expectations. We have found that the 
individuals that participate in this course are committed and 
seek perfection in their culminating stage performance and 
carry over those skills to their sports- related activities. This 
course is a prime example of providing dance education for all.

The panel will highlight the program’s value and success 
through presentation, multi-media and discussion.
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Dance for Everyone: Working with the Special Needs 
Population

Kristin Best Kinscherff

Dance is beneficial for everyone, regardless of physical, 
cognitive, or emotional development. From my research, I have 
found that codified forms of exercise aid in concentration for 
those with Attention-deficit/Hyperactivity disorder. Movement 
which helps organize the brain is key to assisting those 
with autism become more flexible in their thinking. Ballet/
Barre teaches balance dynamics and movement confidence 
to those with physical disabilities. The rhythms in tap dance 
challenge students to articulate foot movement. Overall, dance 
can provide fun and exciting sensory and motor experiences 
through a highly structured class which addresses the needs of 
all students. 

This workshop will provide a) working knowledge for 
teaching the special needs population, b) awareness of engrained 
skills and application for this specific group, c) examples of 
successes and failures, and d) a sample class format.

Dance for Life

Cari Coble

Dancing for a lifetime can be possible for everyone. Join 
us in this movement session to experience for yourself how 
dance classes can be adapted for and experienced by anyone 
regardless of age or ability. Developed as dance classes for 
persons diagnosed with Parkinson’s disease by the Dance for 
PD program in the Mark Morris Dance Center in Brooklyn, 
these classes include creativity, artistry, technique, and 
musicality.

This session will let the participant experience the content 
of a typical Dance for Life class and see for themselves 
the benefits of expanding dance class offerings to include 
everyone. Through research and experience, the class structure 
combines the strategies and methodologies that are typical for 
a dance class combining improvisation, contemporary, ballet, 
jazz, and music theater forms. Yet the class also focuses on the 
idea that anyone and everyone can dance and be exposed to 
a level of professionalism in the art of dance by participating 
in a class where they are dancing and gaining a closer sense 
of community with the dance world that extends beyond 
observation.

This class can give you ideas and strategies for bringing 
Dance for Life classes to your community using the 
experiences you already have as a dance professional. You will 
see how you can activate opportunities for older persons with 
limited mobility to participate in a wonderfully motivating and 
enriching dance class that will help cultivate equity and access 
for a greater population of persons who can benefit from dance 
education.

Dance History as Practice

Rebecca Pappas

Dance History as Technique is a paper that explores dance 
history teaching as a practice of cultivating the scholarly mind 
akin to the way dance technique classes cultivate the dancing 
body. Focusing on reading, writing, oral communication, and 
critical viewing dance history classes can teach skills of inquiry 
rather than, or in addition to, the canonical facts of traditional 
dance history education. This method of teaching allows for an 
inclusive environment that celebrates diversity and encourages 
students to constantly examine their own relationship to the 
discipline. It embeds within its structure the tenet that our 
bodies are the products of the dance histories we tell. It allows 
for competing viewpoints on the same topic, giving students 
the skills to sort through and judge the veracity of multiple 
claims to historic truth. It grows the dancer citizen. I plan to 
co-write and present this paper with two students who have 
gone through a year-long sequence that employed this teaching 
methodology. It is my hope that this shared authorship will 
expose both the strengths and weaknesses of the approach.

Dance Leadership: Cultivating a Love of Dance for the 
New Dancer

Tiffany Van Cleaf (MFA), Melinda Criglar (MA), Angela 
Dauphin (MA), Janet Rothwell (MA)

The dance leadership program provides peer instruction for 
emerging dancers while harnessing the passion and technical 
skill of higher level dancers developing their understanding of 
dance pedagogy. This proposal will focus on a dance leader 
curriculum which enhances student learning in entry level 
dance classes, addressing the needs of large classes and diverse 
learning profiles.

In this yearlong course, dance leaders assist with an 
entry level technique class and work with one set of students 
throughout the year. Students in the course come from a variety 
of backgrounds and dance knowledge. Some students have had 
some technical training while others have never taken a dance 
class. Having leaders work with one set of students throughout 
the year offers new dancers the ability to develop a rapport 
of trust with leaders which supports their developing dance 
technique. The course is an opportunity to address a spectrum 
of dance proficiencies in the classroom in an the context of 
increasingly diverse physical, cognitive, and social-emotional 
abilities of today’s students, while allowing teachers to mentor 
the more technically proficient dance-leaders through the 
pedagogy process. Dance leaders spend the year assisting 
the instruction in class by learning to design class warm-ups, 
across the floor and center combinations. Given large class 
sizes dance teachers are able to use dance leaders to provide 
beginning level dancers with in class peer resources, such as 
individualized and small group instruction addressing different 
learners.

During the panel discussion we will address the challenges 
of working with two parallel curriculums. As the dance 
leadership and Dance 1 courses run concurrently, there can 
be struggles with dedication of time and resources to develop 
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dance leaders understanding of dance pedagogy. We will also 
look at class size, number of dance leaders, and how dance 
leaders knowledge impacts the success of the dance leadership 
curriculum. Finally we will look at how this class structure 
provides both the dance leader and the beginning level dancer 
a foundation of leadership skills which will carry them 
throughout their lives.

Dance Revolution: How YOU Can Grow Your Dance 
Service Population

Missy Lilje

Sustainability for dance environments in the USA today 
requires outreach and attention to enlarging the group of 
people who care about dance. Missy Lilje has created a model 
for such growth based on the methodologies of Miles Horton, 
Lev Vygotsky, Daniel Bernard Roumain and more. For the past 
decade this customizable approach has allowed her organization 
to quadruple in revenue and quintuple in audience, student 
and service populations. The model is customizable to a large 
variety of dance settings.

Stimulating support and accessibility for our art form 
demands that we work on reaching out to more people. This 
is certainly not the only goal for dance educators, but it must 
be a point of focus. Lasting benefits are created for the field 
by increasing the dance community to include those who were 
outsiders before. This goal is also a central theme that fits well 
into the 2017 NDEO Conference.

Learn about how this model worked for DANCE Lansing/ 
Happendance where previous outsiders became fiercely loyal 
to this dance organization. In Lansing, these once-outsiders 
include local government officials like Virg Bernero, Mayor 
of our capitol city; Yvonne Kamal-Cannule, Superintendent 
of Lansing Schools; Joseph Ruth, COO of the largest regional 
health system in Michigan; Kirk Domer, chair of the Department 
of Theatre at Michigan State University (a university with no 
dance program;) many small business owners. The list goes on 
and on to include hundreds of previously identified non-dance-
people who now are part of the DANCE Lansing/Happendance 
family. This type of outreach is a new perspective for dance in 
Lansing.

The guiding question that informed the creation of Lilje’s 
model for growth is this: “How can dance programs become 
more sustainable in 21st Century USA?” The question lead to 
a review of literature that began with a father of anthropology, 
Lev Vygotsky, moved through the father of two social change 
movements, Miles Horton, and came into the present with 
former music director of Bill T. Jones/Arnie Zane Co, Daniel 
Bernard Roumain. The methodology, crafted by Lilje in 
2006, has been applied in the context of DANCE Lansing/
Happendance for the past decade, yielding robust data and 
clear patterns for success in sustainability. The analysis of data 
and patterns produced Lilje’s step-by-step guide to creating 
growth and sustainability for dance environments in the current 
USA landscape.

Dance Standards: One Size Doesn’t Fit All

Laura Donnelly, Joyce Huser, Lynn Monson, Judi 
Hofmeister, Danielle Heller

This will panel highlight three states that are in a different 
stages of providing dance education opportunities to the 
children in their states.

Arizona has a long history of dance in the public schools 
with licensure approved in 1969. Approximately half of 
Arizona’s high schools have dance programs. Colorado’s 
dance endorsement was approved June 2014, currently dance 
is offered in approximately 200 schools. Licensure to teach 
dance in public schools is a long-range goal in Kansas. The 
Dance Standards have been and continue to be a strong tool 
when advocating for dance education with legislators, parents, 
teachers, and school administrators in each state.

Each state has private studios, high school dance lines, and 
regional, pre-professional, and professional dance training 
programs. Communicating the value of dance education to 
legislators and administrators unfamiliar with the benefits 
of dance requires strong advocacy and commitment from 
private studio teachers, performing arts organizations, higher 
education, and teachers/administrators in the K-12 sectors. 
Effective use of the Dance Standards provides a unifying focus 
for these groups.

Panel members will share stories about ways access to 
dance education is being expanded in their communities and 
the part that their Dance Standards play in these expansions. 
Discussion will include resources, options, decisions, strategic 
collaborations, and NDEO partnerships that are important to 
this process. Panel members will give examples of how Dance 
Standards are being used in schools, studios, and communities 
in each state to improve equity and access to dance education 
for learners of all ages, abilities, backgrounds, and needs. In 
states that do not have dance education in the public schools, 
students who want to learn to dance must train in private 
studios. This requires extra time and financial investment. 
Incorporating dance education into the K-12 system is an 
investment that allows students from all segments of the 
population to experience the joy of dance.

Highlighting perspectives from three states working within 
the national community provided by NDEO provides a sample 
trajectory for expanding access to dance that others may adapt. 
Group discussion will generate ideas participants can use to 
further the dance education goals in their states. By sharing 
methods used in Arizona, Colorado, and Kansas it is hoped 
that others will be encouraged to develop Dance Standards that 
fit the needs of their communities and advocate for increased 
access to dance for all students.

Dance to Learn: Creating With All Learners

Laura Marchese, Lisa Grimes

How can the dance community provide high quality dance 
education to all types of learners? What teaching strategies 
need to be in place to engage all students with challenging 
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movement experiences regardless of cognitive or physical 
ability, economic status, gender, race, or school location? Dance 
to Learn (D2L), a 4 year developmental dance curriculum 
currently use throughout NJ, provides a method for reaching 
students in a variety of school settings via a unique model of 
deploying professional dance company teaching artists in their 
own communities. Students served include those in schools 
from public to private, Title 1, programs for gifted and talented 
learners, students with special needs, and city youth.

Developed in response to the NJ Arts Census reporting 
that dance is historically the least represented art form in 
New Jersey, D2L includes the establishment of fundamental 
knowledge and skills about dance, namely, space, time and 
energy, followed by scaffolded creative movement experiences 
leading to the to co-creation of original dances inspired by 
student and teacher chosen curriculum topics. The success 
of D2L to establish sustainable dance education in schools 
includes active participation with classroom teachers, school 
leadership and school boards, and community organizations 
and foundations.

In this workshop we will use D2L strategies to explore the 
elements of dance with an eye toward including all learners 
in the development of individual creative voice. We will 
experience an interdisciplinary arts integration practice by co-
creating an original dance based on topics found in ELA, Math, 
Science or Social Studies curricula. Discussion, deconstruction, 
and examination of pedagogy will include the development of 
this model, and how it can be created in other states to increase 
both the availability and effectiveness of dance education 
across multiple settings.

Dance to Learn: The Role in Partnerships in Advancing 
Excellence in Dance Education

Lisa Grimes, Laura Marchese, Barbara Bashaw, Loretta 
Di Bianca Fois

How can different organizations collaborate to increase access 
to dance education? What are the roles of each; funder, arts 
organizations, professional dance companies, and schools? In 
NJ, a unique partnership has evolved between these interested 
parties to advance the goal of providing access to high quality 
dance education for ALL of our students.

Dance to Learn, a 4-year developmental dance curriculum, 
was created in response to the NJ Arts Census reporting that 
dance is historically the least represented art form in NJ. Since 
2007, over 10,000 students in schools across the state have 
participated in residencies that provide literacy in knowledge 
and skills about dance, have viewed a professional dance 
company performance, and focused on learning opportunities 
that develop both critical thinking skills and individual 
creative voice. Residencies are delivered via a dynamic 
partnership between the initiator of the effort: The Geraldine 
R. Dodge Foundation; the supporting arts organizations, 
Young Audiences NJ/EPA and Dance NJ; and professional 
dance companies serving schools in their unique communities. 
School leadership and organizations involved in this effort have 
had to be flexible and responsive to changing needs in the state 
and the education community. Is this strategy sustainable? The 
success of D2L includes active participation with classroom 

teachers, school leadership and school boards, and community 
organizations and foundations. From funder to teaching artists 
in the field, all participants have contributed to the continuing 
development and success of this effort.

Panelists for this session will discuss the evolution of this 
model which has reached students in a variety of settings 
including those in schools from public to private, Title 1, 
programs for students with special needs, gifted and talented 
learners, and inner city youth. The role and involvement of 
higher education in the development of the next generation of 
Certified Dance Teachers is one important next step forward 
for Dance to Learn. Discussion will include the development of 
this model, the crucial role of assessment and documentation, 
and its philosophy, goals, challenges, and strategies for 
adaptation in other states.

Dancing Beyond Aesthetics

Stacey Allen (MA, BA)

In societies and cultures around the world, we have witnessed 
the ability of art to captivate and inspire people for social 
change. Many of our most beloved pioneers and current 
practitioners were successful in their ability to intertwine 
their soul and their body. Cultivating students who can 
exceed expectations in the physicality and rigor of dance but 
are unequipped to use dance as a mechanism for positive 
impact is a fail. As our classrooms become increasingly more 
global, now is the time to implement multicultural and social 
justice values into our dance pedagogies. As educators, we 
are keenly aware that as we educate the whole child, we have 
the responsibility to consider children coming from different 
backgrounds. In cultivating equity and access, it is imperative 
that we as educators provide a more comprehensive curriculum 
so that we are impacting all of our students and also attracting a 
more diverse student population in the field of dance. We must 
reframe what is the standard of dance education and include 
instruction in various cultural forms and lifelong lessons 
in social consciousness. There is a movement in literature 
to provide texts that resemble the lives of our students, and 
dance education is on the pathway to providing the same type 
of curriculum to our students. Access to dance curriculum 
includes not only its availability, but diversification of genres, 
collaborative possibilities, and advancement opportunities. 
There is much debate on whether multicultural education is 
truly effective and can actually improve student’s performance. 
The benefit of reshaping dance education curriculum into 
a more diversified subject is to ensure we are teaching and 
reaching the whole child. Ideally, dance education can bridge 
gaps between physical education, fine arts, and the humanities. 
Dancing beyond Aesthetics is written to continue the discourses 
about teaching dance beyond simply aesthetic principles and 
offer practical ways to implement social justice into curriculum 
particularly for upper elementary and middle school students. 
Dancing beyond Aesthetics provides a less invasive approach 
to the implementation of multicultural education and social 
justice into our present dance pedagogies.
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Dancing Through Assessment

Angela Dauphin, Melinda Criglar, Janet Rothwell, Tiffany 
Van Cleaf

With the diverse range of dance abilities and dance experiences 
that enter our studios/classrooms, it is difficult finding a 
reporting method that provides feedback to the individual 
learner yet still reports a grade in a traditional manner (A, 
B, C). Secondary dance educators struggle when adopting a 
school’s traditional point system to reflect and communicate a 
grade, as it does not provide students with individual feedback 
or information about growth. The adoption of Evidence-Based 
Reporting (EBR) in the Adlai E. Stevenson High School Dance 
Department provides each student feedback on how they are 
performing and how their individual growth has translated into 
a summative grade for a course. EBR allows for students to 
advance their knowledge and skills throughout the semester 
with the final grade derived from the mastery of each learning 
target.

Redesigning how students are graded summatively changes 
the use of formative assessment materials and practices. 
Defining the standards for the course and creating one rubric 
per standard establishes expectation and provides students 
a continuum for growth. Consistency of the rubric and its 
language allows teachers to easily change the style, genre, or 
modality of material while structuring the final dialogue and 
ranking around the established and unwavered course targets. 
Content is the variable and the target is the constant. Students 
are given feedback on each learning target so they can find 
gleanable trends in their progress and identify areas of strength 
and areas for growth. This assessment FOR learning provides 
evidence of growth and a more meaningful summative grade. 
At the end of a semester, the evidence for each standard 
is translated into a grade using a bi-modal system and an 
established grade determination. The EBR system determines 
a grade representative of student learning trends and not an 
average of percentages.

This lecture presentation will explore the development and 
implementation of EBR as an assessment practice. We will 
share why we choose to move to this system. We will outline 
how to determine standards, design rubrics, and establish grade 
determinations. We will explore how this method promotes 
teachers to excogitate assessment and feedback. We will 
discuss how this method changes the dialogue with the diverse 
students entering our classroom. Some ongoing questions we 
continue to work through are: How do our dancers interpret this 
information? What does the data tell us about our instruction/
curriculum? How does this data change/develop curriculum 
and instruction?

Dancing With Our Elders

Missy Pfohl Smith

Since 2010, I have been developing a relationship with a non-
residential community center for a uniquely diverse group of 
urban seniors. In a weekly dance class, experienced mainly 
while seated in chairs, my goals are to not only provide 
ways for elders to get some exercise in order to prolong their 

movement potential, but also to encourage a creative and 
expressive experience. In this conference workshop, I will 
share a sample limited mobility class, overlaid with discussion 
about the various ways that the relationship with this particular 
community has developed into a rich experience of dance 
that has gone well beyond the classroom, not only for the 
participants, but also for me as an educator and an artist, and 
for my company members and co-teachers. By encouraging 
a practice that focuses on developmental movement patterns 
and the six patterns of total body connectivity as described 
and taught by Peggy Hackney and Bill Evans, disguised and 
explored within fun, upbeat dances, participants will be given 
the opportunity to continue or re-establish patterns that allow 
for greater mobility and for efficiency in every day movement. 
While teaching dance to aging populations is not new to the 
field, I wish to share some of the things I have discovered about 
my own teaching after having an ongoing practice with one 
particular community for seven consecutive years, and about 
the group itself. One of the most profound lessons has been in 
the deepening of relationships over time, and how that trust has 
led to a number of surprising and meaningful developments that 
have extended beyond the classroom and into the performance 
realm. This work is not only situated in the larger concept of 
access and inclusion, but also has invited a diverse community 
to connect with one another, and it has expanded to connect 
an urban community sector with performing arts organizations, 
an institution of higher education, and a public arts audience. 
Through this work, I wish to address the needs of an aging 
population who wish to stay mobile in their lives, but also to 
feed my own practice as an educator and as a creative artist. 
I continue to explore questions, such as how I can develop 
this work further in a service learning environment with 
my university students, and I look forward to sharing these 
conversations with dancers and educators in the field.

Dancing with Our Elders: Community Engagement over 
Time

Susan Lennon

This session is based on community engagement over a 15-year 
period of time in a variety of settings, with a wide range of older 
adults. Populations have included people in both independent 
and assisted living environments, the Forever Moving dance 
troupe, and adults with mental illness. Some of the individuals 
from one of the independent living environments eventually 
participated in a “Building Community through Dance” project 
sponsored by the University of Tampa Dance Program and 
facilitated by members of the Urban Bush Women.

Based on Anne Green Gilbert’s brain-compatible teaching 
methods, these various programs offered UT faculty and 
students opportunities to explore application of this approach 
with audiences ranging from enthusiastic to skeptical (and 
mostly inexperienced with dance outside traditional situations 
such as weddings or parties). These experiments led to (and 
continue to lead to) exciting possibilities of collaboration, 
networking, and sharing the ongoing benefits of dance as we 
age. The session will include an overview of our experiments 
as well as engagement in some of the practices that have 
“worked” and endured over time.
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Developing and Implementing a Dance Education Degree 
in a Rural Area

Meredith Sims (PhD, MS, BA)

Unfortunately a cycle of limited teacher preparation 
programs in dance and limited dance educator positions in 
our public school systems exists. To break this cycle, higher 
education institutions have the opportunity to invest in their 
communities by establishing dance education programs 
with teaching licensure to serve the surrounding schools. 
Building relationships with local schools allows students, 
parents, educators, administrators and other stakeholders to 
understand the value of dance education. From this perspective 
these stakeholders may be more apt to pursue dance educator 
positions in their schools. As we advocate for equity and access 
for all, new dance teacher preparation programs are an inroad 
to increasing the opportunities for dance in our schools.

This presentation will highlight the process of creating a 
new BA in Dance Education with K-12 Teaching License at 
Coker College in a rural area of South Carolina. I will discuss 
curriculum design, applications through the state Department 
of Education, and advocating to college administrators. Due 
to the location of the program, creative solutions have been 
found for resources, field observations, and internships that 
will be share. Strategies for student recruitment and building 
relationships with local teachers will be discussed. Hopefully 
this information can guide others hoping to implement Dance 
Education degrees in areas where resources may seem limited. 
As we continue to strive for equity and access for all students 
in dance education, the lessons learned in this area can help 
expand teacher education programs in areas of our nation 
underserved.

Differentiating Approaches in Ballet Training 

Chard Gonzalez

One of the largely contested issues with Classical Ballet 
training is the use of the “one-size fits all” approach. This 
movement session deconstructs portions of a ballet class to 
investigate the value of using differentiation through several 
different exercises. The approach used does not emphasize 
the individual student, use homogeneous groupings, or divide 
students based on a prescribed leveling system. Instead this 
session will focus on how teachers can encourage students 
to be proactive in the studio. In this approach, the use of 
creativity and active responsiveness to students is valued over 
a passive or “silent approach” often perceived as ineffective or 
even oppressive. Participants in this workshop will be guided 
through a series of Classical Ballet exercises including center 
work and traveling material. We will discuss the benefits and 
the challenges of each exercise in relationship to the various 
approaches called into question. Technical, musical and 
performative skills will be addressed using varied approaches 
throughout the session. Participants are encouraged to draw 
from their own experiences to add to the dialogue.

Discover Dance: Careers in the Arts

Amy Miller

Among the many issues facing youth today is choosing a career 
field and pinpointing concrete steps to lay the groundwork 
for success in the future. Having access to mentorship and 
thoughtful curriculum is paramount, but students must also 
personally cultivate a high level of emotional intelligence 
in order to thrive in our ever-evolving workforce. Discover 
Dance: Careers in the Arts provides opportunities to not 
only learn about different paths within the arts field, but also 
illustrate how the ‘tools for success’ of any profession can be 
practiced through art experiences.

Gibney Dance Company is on the leading edge of mobilizing 
artists not only as performers, but also group facilitators, 
business administrators, social activists, cultural advocates 
and entrepreneurs. Our full time Company Members are given 
the title ‘Artistic Associates’ because of the wide range of 
responsibilities inherent in this position. We hope to serve as a 
new model for what a dance company can be and what dance 
artists can offer our world. What it takes to be a successful 
dancer are the same things it takes to be successful in any 
career; self-awareness, passion, teamwork, communication, 
work ethic, time management, empathy, and discipline. 

For students who aren’t interested in pursuing a career as 
a professional dancer, this workshop validates the relevancy 
for dance experiences as a way to practice the real world 
‘tools for success’ in a safe environment. After attempting to 
collaboratively create a dance together, students agree that 
negotiation, respectful communication and teamwork was 
imperative for the success of the task. As our job market 
expands to include many more collaborative decision-making 
positions than ever, students must realize the importance 
of these characteristics for any profession they choose. This 
session also exposes them to a discussion about the varied 
careers in the dance field as well: choreographer; lighting, 
costume and set designers; technical staff; dance teacher; critic; 
projectionist; web designer; dance therapist; physical therapist; 
social activist; arts administrator and the list goes on. 

What makes dancing together successful also makes 
our careers successful. This workshop brings into focus the 
inherent empathy, compromise, collaboration and sense of 
equity necessary for moving together in the dance studio, in 
ways that inspire us all to move forward in our daily lives.

Diversifying Higher Ed through Hip Hop Dance Curriculum

Meghan McLyman

Hip hop dance is an underrepresented course of study in 
higher education. Course offerings are not at the core of the 
dance curriculum because they are limited and only fulfill 
elective credits. Students of hip hop culture and of color are 
marginalized in traditional ballet and modern dance programs, 
while the dance form itself is undervalued as a professional 
form of study in academia.

This presentation will examine the new hip hop dance 
program at Salem State University in Salem, Massachusetts. 
The liberal arts program offers a BA in dance with options 
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of study in hip hop or contemporary modern dance. The 
admissions process, curriculum, and student experiences will 
be examined. Discussions around how the hip hop option 
evolved and the successes and challenges of the BA dance 
program will be shared.

Dorm Room Dance Party: Making Meaning for the “Non-
Dancer”

Elizabeth Osborn-Kibbe

As dance educators, we will inevitably find ourselves faced by 
a room filled with people who self-identify as “non-dancers.” 
While this descriptor is frustrating on its own, this attitude 
regarding dance as “other,” separate from the lived personal 
experience, also creates a unique set of challenges to those of 
us who are called to studying movement as our life’s work.

The primary question being asked is: how do we connect 
with the so-called “non-dancer” by valuing and elevating 
their own actual dance experiences, like an impromptu dance 
party, and meeting them at this place to take a journey through 
a broader dance context? In this session, a unique and fresh 
perspective will be offered that rejects the negative connotation 
of beginning an identifier with the word “non” and reframes 
the entire experience to one of inclusivity in the field of dance 
through accessibility of personal context.

This presentation relates directly to the conference theme, 
particularly the lenses of equity and access of dance and 
including marginalized communities. The ultimate goal is to 
provide inroads for students to have the agency to self-identify 
as a dancer or as a person with a lived dance experience, and to 
use the experiential nature of dance to ground a conversation 
of one of the most primal forms of embodied communication. 

The practical experience of a Dance Appreciation course 
in higher education will provide the underlying framework 
for a methodology that could be applied to virtually any dance 
education population. Anecdotal evidence will be shared 
from actual Dance Appreciation classes, some of which were 
resounding successes and others that were perhaps not so 
successful. There will also be time to answer questions related 
to connecting with students who consider themselves “non-
dancers” and how to bridge the gap between a perception of 
dance as separate from the student’s lives. We will look at the 
ways in which to encourage students to become ethnographers 
in their own cultures and to chip away at the elitist structure of 
particular forms of dance as more highly valued. It is only in this 
newly created sacred space that we begin to see the dorm room 
dance party as a valid and valuable form of a dance experience 
that makes dance personal, connected, and accessible.

Drill Team and High School Dance Programs in Texas

Ilana Morgan, Martheya Nygaard, Emma Beavers, 
Denise Maxwell Cochran, Caroline Sutton Clark, Heather 
Williams PerkinsHeather

This panel presents diverse Texas dance educators to discuss 
the historical, cultural, and educational presence and power 
of drill team in Texas public high schools in relationship to 

high school dance programs. Texas boasts comprehensive 
and quality ‘dance as an art form’ programming at the high 
school level in many towns and cities throughout Texas with 
high school state standards adopted in 1995, and middle school 
standards adopted in 2013. Historically, one can cite the origins 
of Texas’s well established high school dance programs as built 
upon the culturally significant tradition of drill team. The goal 
of this panel discussion is to highlight the rich tradition of drill 
team in the Texas education system, and to also bring forward 
challenges, relationships, connections, and disconnections 
between the ‘dance as an art form’ educational approach and 
drill team education. Questions under consideration are: What 
divisions and connections exist between teaching practices and 
educational philosophies when examining the multiple kinds 
of dance education in Texas public high schools? What ideas, 
values, and histories uphold these varied perspectives? How do 
these varied cultures and pedagogies cultivate and/or abandon 
equity and access to dance learning? What relationships exist 
between Texas dance TEKS, National Standards in Dance, and 
personal teaching practices when examining drill team and non-
drill team dance education? What are the experiences of our 
students when they reflect upon their learning in a Texas high 
school dance programs? How might drill team and/or dance 
as an art form attract or interrelate with different demographic 
groups, ie., racial, economic, gender, etc. in a Texas population 
that continues to grow?

Our panel consists of a variety of Texas dance researchers, 
administrators, educators, and college students who are 
interested in sharing their experiences and insights as well 
as working to articulate the multilayered, rich, and at times 
disparate educational experiences and philosophies found in 
drill team and ‘dance as an art form’ pedagogies. The objective 
of this panel is to bring these conversations forward to 
acknowledge and investigate the rich dance traditions, changes, 
and varying educational practices found in Texas high schools.

Educating the educator to reduce risk of dance student 
injury (Harkness Center for Dance Injuries)

Leigh Schanfein (MS), Kristen Stevens (MA)

Every dance student deserves safe, healthy dance instruction 
from educators with knowledge of both pedagogy and best 
practices for dancer wellness. Integrating dance medicine 
principles for injury prevention into dance education is 
a vital way that dance educators can help their students 
minimize injuries and maximize wellness. While factors such 
as environmental and sociocultural disadvantages are often 
beyond the educator’s control, it is within an educator’s range 
to impart the scientific principles behind injury prevention, 
if given access to dance medicine resources. But while such 
resources are generally available to both teachers and students 
in well-funded dance schools, there are thousands of private 
dance schools in the U.S. serving diverse populations—many 
in New York City—which, based on statistics and anecdotes, 
may lack access to dance medicine either for economic or 
geographic reasons.

Research and education have been central to the mission of 
Harkness Center for Dance Injuries (HCDI) since its founding 
in 1989, and we currently serve thousands of dancers and 
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dance educators annually through clinical treatment and injury 
prevention programs. Over the past 4 years, nearly 20% of 
patients who came to our orthopedic clinic were 8-18 years 
old. We offer low-cost Injury Prevention Workshops and free 
Injury Prevention Assessments to dancers in the tristate area, 
but we realize that small, private dance schools throughout the 
five boroughs of NYC may still not be able to access these 
programs for various reasons.

To address what we feel is a lack of equality and access 
to dance medicine and injury prevention resources in dance 
education, we are proposing a pilot program in the spring of 
2017 offering several free Injury Prevention Workshops to 
dance educators recruited from private dance studios in NYC 
that self-identify as lacking access to such opportunities. 
Participants and their students will be required to complete 
pre- and post-workshop surveys to help HCDI increase its 
knowledge of the gaps in injury prevention resources in 
dance schools serving diverse NYC communities, thereby 
determining ways we might be able to close these gaps. We 
believe these gaps exist for both students and educators around 
the country, but feel that our pilot program should first address 
NYC-based dance educators in the hopes that the knowledge 
we glean can be more broadly disseminated.

HCDI’s NDEO presentation would include our pilot 
findings as well as an experiential component in which we teach 
key dance medicine principles supporting injury prevention. 

 

Embedding Dance, Race, and Equity into Practice

Cherie Hill, Patricia Reedy

Luna Dance Institute’s mission is to bring creativity, equity, and 
community to every child’s life through the art of dance. In 25 
years, our staff and leadership team have confronted questions 
regarding equity to better meet the needs of our students and 
clients and to “walk the talk” of social progress. Inquiries 
have focused on curriculum, relationships with partner 
agencies, and interpersonal communication among faculty. In 
this presentation, we will share a background of how equity 
conversations continue to evolve the organization and methods 
we use to integrate race and equity topics internally and with 
outside partners. We will share ways of thinking on how equity 
is embedded into dance education practice, and invite the 
audience to share their experiences. This presentation will have 
practical application to artists and organizations who seek to 
begin or expand efforts to bring conversations and awareness 
about race and equity to the forefront of their practice.

Examples of Luna’s application include: faculty practicing 
a specific multi-cultural communication tool each month; 
hiring race and equity consultants to work with staff and 
leadership; developing and asking strategic questions that 
inform interpersonal relationships, meetings, and curriculum; 
analyzing white cultural norms and their association to the 
organization; leading discussions based on bias, equity, 
privilege, and cultural humility.

Luna teaching artists work mainly in communities with 
limited resources for the arts. In our School and Communities 
Alliance Program, we teach K-5 dance in Oakland schools 
where the majority of students and teachers we serve are of 
African-American and Latino descent and statistics indicate 

high percentages of poverty and trauma. Our MPACT (Moving 
Parents and Children Together) project offers classes in various 
neighborhoods that possess a high immigrant population in 
East and West Oakland libraries and community centers, and 
in residential treatment centers. Our programs serve 20,000 
children annually and we continue our efforts to expand 
inclusivity. We currently have 9 dance teaching artists with dual 
roles as administrators who, similar to our clientele, originate 
from diverse backgrounds.

Making time and space for equity work has proven valuable 
in re-evaluating outreach strategies to ensure our programs 
reach our target population in a strategic way; addressing the 
big picture of our programming and communications through 
an equity lens; providing faculty with tools and practice to 
engage in difficult conversations; and speaking to larger issues 
of organizational and policy development. This year we host 
our first Dance and Equity Panel.

Embracing the Dance Team: An Anecdotal Message from a 
Program Trying to Thrive

Tricia Zweier (MFA, MS)

When I started my first full-time gig as an Assistant Professor 
of Dance, I knew one model of a dance degree program. 
During my studies as a graduate student, we didn’t have many 
dance degree seeking candidates that were interested in our 
university’s dance team, and we didn’t have many dance team 
members interested in taking dance technique classes from the 
dance department. We didn’t need each other. So, in that model 
we were separate entities.

During my six years at a medium sized institution in Middle 
America, I’ve learned that there is a very special culture of 
student that needs and wants a foot in both studios. Many of 
these students return to their dance studio as teachers, and in 
some cases, owners. As a dance program trying to positively 
impact dance studio pedagogy, we should encourage their 
ability to participate in both settings. This great symbiotic 
relationship helps our program thrive.

Now, I can’t imagine my program surviving without 
fostering a close relationship with our dance team coaches. 
We’ve seen great improvements in our applicant pool by 
teaming up to recruit. We’ve built a place for dancers to be 
challenged academically and physically, while releasing the 
judgment that is abundantly linked to their desires to continue 
competing, albeit at the collegiate level, in dance team settings.

Both the curriculum in the dance program and the dance 
team’s practices advances the goal of becoming well-rounded 
versatile performers, open-minded and detail oriented 
choreographers, and upcoming professionals with a deep 
understanding of etiquette and standards. In this paper, I will 
share my realizations about this reluctant shift from critical to 
appreciative while offering some tips to find ways to bridge the 
gap between the dance studio and higher education.
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Empowering Middle School Children through Dance

Rita Castro Silva

This research and curriculum was designed to be implemented 
in a non-urban area for middle school-aged at risk children. It 
was created for the Senior Seminar course at NYUSteinhardt 
Dance Education M.A. We developed this program to be 
adaptable to different settings and countries. It is a curriculum 
that uses dance as a means to empower children to have their 
own voices and develop self-expression, using themes such 
as individuality, community, environmental awareness and 
art. Students will explore these topics throughout four units 
of creative movement classes, where they will be encouraged 
to explore different tools for creativity, problem-solving 
and critical thinking. It is meant to be accessible to anyone 
who wishes to dance, adapting to the students’ needs as it is 
set in different situations. In particular, this program has a 
specific adaptation for use in developing countries, where the 
preliminary goal is to give children contact with dance and use 
it to help them explore who they are.

The curriculum was designed based on a research 
methodology: (a) identification of key concepts, such as Middle 
school-aged children in the USA and in developing countries, 
empowerment, cultural education, and dance education; (b) 
review of existing literature on each subject; (c) discussion and 
conclusions from the data analyzed; (d) identification of the 
topics for each unit; (e) curriculum design; (f) presentation.

The current political, social and economic environment 
inspired this research, looking for means to help our youth 
develop their opinions and standpoints, and empowering them 
to be citizens of the world. Middle school students are at a 
period in their life where they are developing their perceptions 
on life and their surroundings, creating a critical time-frame for 
development of citizenship. This essay looks to understand the 
benefits of dance and multicultural education for empowerment. 
Developing engagement and motivation in the youth shows to 
be a key component to empower citizens, while knowledge is an 
essential tool for tolerance and respect. Dance education offers 
pathways to different perspectives of learning, which paired 
with multicultural education allow students to understand 
diversity, inclusiveness and individuality, while stimulating 
critical thinking, abstract thinking and problem-solving skills. 
Dance educators can help students discuss their standpoints by 
giving them access to information through movement. This 
kinesthetic way of learning will enable students to transport 
this skill into other areas and layers of learning, providing tools 
for their future.

The Empowerment Triangle: Focus, Grit, and Growth 
Mindset in the Dance Classroom

Paula Peters (MFA)

Fostering empowerment for all students in dance education 
leads to creative, open-minded, and inquisitive citizens. To 
facilitate this culture of student empowerment, it is essential 
that educators create methods of instruction and assessment 

which provide students with the tools to develop self-efficacy 
strategies in the classroom and beyond. However, given the 
vast differences in students’ backgrounds, belief systems, and 
internalized self-talk, a one-size-fits-all approach tends to be 
problematic.

The development of this in-practice research came as a 
response to compiling student self-evaluation reflections. 
Three main themes emerged of why students feel diminished 
in their dance training: 1) Fear of what others think of their 
dance abilities; 2) Messages they received in the past of what 
makes a “good” dancer, and; 3) Mentally berating themselves 
for not being perfect immediately. Overall, responses indicated 
students consider these the major roadblocks to pushing 
themselves in the dance classroom.

To address these issues, I will present new methods of 
instruction and assessment I created for the dance classroom 
utilizing elements from the books Focus: The Hidden Driver of 
Excellence; Grit: The Power of Passion and Perseverance; and 
Mindset: The New Psychology of Success. These methods of 
instruction and assessment teach students how to change their 
self-talk as a means to enhance their dance educations. I will 
also present findings on how students’ sense of self-efficacy in 
my dance classroom increased in response to these methods.

This in-practice research benefits the field by further 
developing teaching methodologies which provide access for 
all types of learners to make the best of their dance educations. 
Additionally, these teaching methods move the teacher 
outside of the role of ultimate authority on the state of student 
progress. Rather than embed strategies for empowerment 
into our teaching language, these methods specifically and 
transparently inform students of what we are aiming for, and 
how we are making them active participants in the process of 
their dance educations.

EmpowHERment: An Intergenerational Movement 
Workshop for Minority Women in Rural Communities

Ashley Cartledge (BFA)

Women have long been seen as objects; objects of criticism, 
manipulation, and sexual desire. My female adolescent students 
are growing up in a hyper sexualized society. Many women are 
portrayed on television and other media as competitors in which 
being rude, loud, and disrespectful to one another is the norm. 
If this is presented as the societal norm, especially for women 
of color, how then can it be a surprise when young girls act this 
way towards not only their peers, but their elder counterparts as 
well? Where is the respect for elders? How can we foster this 
mutual adolescent and elder respect and awareness?

My students have limited to no dance experience; taking 
dance class at school is the only time they get to kinesthetically 
explore a variety of dance stylings and cultures. Many adults in 
the rural community in which my students live also lack these 
experiences and my desire to my reach beyond my students 
and into the community grew. Dance can serve as a catalyst 
for peer and elder respect. This project sought to develop that 
respect through an intergenerational dance workshop offered 
to women and girls in the surrounding rural community with 
the overarching goal of empowerment of the female self, and 
encouragement among participants.
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This workshop took place once a week on Saturdays. By 
exploring movement which differed from their vernacular, 
participants worked towards achieving mind-body awareness. 
This “awareness” focused on the awakening the “self” and 
“mending” the mind-body split in order to foster the journey 
to mutual respect through somatics-based movement practices 
and a combination of modern and multi-cultural dance 
practices. The final result of this workshop was a community 
performance where participants performed a contemporary 
movement piece developed from their movement experiences 
throughout the workshop.

This session will provide participants with the theoretical 
background of this project and the research involved in its 
development. Participants will then move through applied 
examples of somatics-based movement practices, modern-
based dance technique, and multicultural movement techniques 
that were used to foster intergenerational trust, respect, 
and understanding between women who participated in the 
workshop. Session participants will walk away with movement 
based strategies for building mutual trust, and methods for 
introducing these applied examples to apply in their own rural 
communities, workshops, classrooms, or studios.

Equilibrium to Motion: Using Physics as a Lens for Dance 
Making

Nicole Martinell

Highlighting the ongoing research of a choreographer and a 
physicist, this workshop provides an innovative approach to the 
creative process by using physics concepts as a lens for dance 
making. Workshop moves through a progression of exploration 
and improvisation to manipulation and development while 
emphasizing collaborative learning, critical thinking, and 
creating through play. Physics concepts, such as equilibrium, 
inertia, gravity, are introduced and investigated. For example, 
students explore the ongoing, dynamic duet between their 
center of mass and area of support in solo and partnering 
work. Unique movement organically develops. Navigating 
shared systems and forces not only becomes a means for dance 
making but also for the embodied learning of physics concepts. 
Students discover that physics describes their everyday lives 
and find joy in the creative process.

This workshop fuels the ongoing research for and 
development of a “Learning Physics through Movement” 
outreach program presented by a performing arts organization. 
Programming demonstrates an arts-integrated approach to 
learning and provides an avenue for teaching across curricula. 
The creative process becomes the vehicle for exploring, 
learning, finding connections, and building an appreciation 
for both physics and dance. Material is appropriate for novice 
to upper level dance and/or science students as well as for 
interdisciplinary settings. Material has been used in numerous 
settings: K-12 STEAM initiatives, collaborative settings 
of dance and science students, compositional workshops, 
choreographic process for a professional company, and adult 
improvisation jams.

Equitable Dance Making: Listening and Voicing in Dance 
Making Moments

Julie Mulvihill

This Movement Session will include ideas from my 
dissertation entitled Dance Making: The Work and Working of 
Collaboration (2017), namely Listening and Being Present and 
Voice and Bodying. Participants in the Session will have an 
opportunity to engage in activities that animate and enhance 
both concepts. These concepts are derived from research within 
the practices of professional dance companies; experiences 
which can enrich and (re)frame academic practices.

To earnestly seek understanding, one must be willing 
to listen to the ideas of others. Listening and Being Present 
involves awareness of others, and a commitment to responding 
with honesty and courtesy. Listening and Being Present with 
other dancers in a group allows an individual to continually 
configure her role and identity in the process. This can lead 
a dancer to situate herself within the dance making process, 
inciting her to assert her voice in relation to the dialogues 
emerging around her.

Sharing ideas and feedback can be an instrumental part of 
the dance making process. Dancers often engage in movement 
generation and design trials with the other dancers. Dancers 
may then reflect together on what is made, attempting to 
understand and make decisions about the dance based on 
experiences with the trials. Voice and Bodying is an endeavor 
toward understanding in multiple directions. By checking in 
with each other, dancers develop a sense of themselves as a 
group made up of diverse interacting bodies that inform each 
other throughout the process.

This session will address the conference questions 
regarding tools and strategies for cultivating equity within a 
dance making process. Additionally, this Session will address 
bodies as historied and political, perhaps in ways unseen or 
misunderstood by others. Toward understanding, participants 
will seek to strategize how Listening and Being Present and 
Voice and Bodying can be approached in order to understand 
how power shifts in dance making scenarios. This Movement 
Session focuses on practices that may contribute to relationship 
building, knowledge creation, and perhaps even social 
transformation.

Equitable Pedagogical Strategies That Support Diverse 
Learning in Children’s Dance Education

Stacy Wisniewski

Presenters of this workshop will lead participants through 
learning frameworks they collaboratively investigated and 
developed that address how youth with varying learning 
backgrounds, abilities and psychological needs might be 
served through pedagogical strategies that provide equitable 
and student-centered embodied experiences. The children’s 
dance learning frameworks were built upon social somatic 
development theories that consider domains of child 
development and current somatic praxis. Eighty years of 
combined experience interacting with and observing children in 
the private dance sector, institutional settings and social dance 
arenas, have motivated and informed the presenters in-depth 
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inquiry into this subject. Each presenter has been engaging in 
various forms of action research in diverse learning settings 
and populations that have resulted in the development of this 
work.

The teaching strategies developed for this framework aim 
to foster children’s self-regulation skills and social capacities 
in relationship to social, emotional, cognitive and physical 
development domains. The developmental oriented strategies 
have been informed by the ideas of Judith Kestenberg and 
Wilhelm Reich, as well as theories of embodied cognition and 
theory of mind. 

The workshop will begin with a brief presentation of 
the theoretical and practical underpinnings shaping this 
collective pedagogical framework. Following the overview, 
the presenters will share examples and stories from their 
own teaching practices that demonstrate the emergence and 
application of these ideas. Participants will then divide into 
groups, facilitated by the presenters, to discuss and develop 
pedagogical strategies for promoting equitable and diverse 
learning within the participant’s specific teaching contexts. The 
session will conclude with each group sharing the results of 
their discussions and/or explorations.

Equity and Access to What, Exactly? Three Dance Ed 
Settings, One Teacher, Multiple Learning Outcomes

Sarah Bean

In this paper, the author will describe her experiences teaching 
dance, creative movement, and dance studies in three distinct 
environments over the past twelve years: a self-contained 
special education school in Brighton Beach, Brooklyn (part 
of the NYC Department of Education); a public, arts magnet 
middle and high school in Durham, NC; and a private, 
women’s college in Raleigh, NC. Using personal narrative 
and description, the author will compare and contrast her 
experience of these varied settings, including facilities and 
resources, curricula, values, and administrative structures, but 
more importantly, student skills and accomplishments, and the 
dancing itself.

While dance educators (including the author) tend to 
proclaim the transformative power of the arts, and more 
specifically, the life-changing possibilities of dance, are we 
inadvertently devaluing the rich dance heritage and knowledge 
that many students bring to our programs, prior to our work with 
them? What dances “count,” and what dance knowledge do we 
value when we talk about aiming for equity in dance education, 
or access for all to quality dance education? Are we getting 
closer to addressing cultural bias in dance programs across 
the country? The author will suggest that in her experience, a 
Eurocentric bias prevails, and that we may reduce this bias by 
looking more closely and valuing more deeply the dance skills 
and understandings our students – regardless of their cultural 
background – bring to our programs.

After discussing her own experiences, the author will 
invite attendees to engage in a conversation to question and 
problematize underlying assumptions in our pursuit of equity 
within and access to quality dance education. Collectively, 
attendees and the presenter will strategize approaches to 
strengthen our programs by placing a higher value on students’ 
varied dance experiences.

ESSA One Year Later: A Move to Local Policy

Stephanie Milling, Jeff Poulin

The signing of the Every Student Succeeds Act into federal 
law in December 2015 by President Obama was a huge 
victory for arts advocates and educators nationwide. Several 
important components of this legislation will have a direct, 
positive impact on dance and arts education in America. First, 
that arts were identified in the list of subject which constitute a 
‘well-rounded education’ and further defined to include dance 
by name. Second, the bill renewed financial support for the 
arts in education through the Student Support and Academic 
Enrichment Grants and several key determinations in Titles 
I, II, and IV for funds to be used to support all well-rounded 
subjects. Finally, ESSA signifies a shift in the increased 
decision making authority by individual states regarding its 
implementation and fulfillment of accountability measures. 
These developments that provide unparalleled support to 
the arts also meet the unique needs of dance, a subject area 
that has been consistently underrepresented among other arts 
disciplines in education. While its initial implementation at the 
state level has proven to be scattered, ESSA provides many 
opportunities for dance at the local level. Additionally, a new 
administration brings many concerns and possible challenges 
to consider in the upcoming years. 

Emerging and current dance educators need to be aware 
of advocacy in general; however, the current and potential 
opportunities that exist due to the implementation of ESSA 
need to be seized by dance educators around the nation. 
Knowledge of how to use one’s unique experience developed 
from working in the trenches to contribute to the development 
of state-level policies is imperative at this time of great change 
in education. In addition, it is also time to recognize the areas 
of our field that require further development in order to provide 
evidence and hard-hitting facts to support the growth of dance 
in education at the local level in communities across the 
country. Communicating value, capitalizing on experience, and 
collaborating with others within our discipline could contribute 
to a holisitic approach to advocacy that simultaneously 
acknowledges the differences among the areas of the field. 

In this session, participants will learn how to capitalize on 
the natural point of entry created by ESSA to generate advocacy 
messages that support the legitimacy of dance in education and 
how to communicate those at the state and national level to a 
variety of stakeholders.

Everybody has a Body!

Karen Kuebler

Dance class is the place for students to create, connect, 
perform, and respond cognitively and kinesthetically. Students 
walk around in and with their bodies every day. They are aware 
of their different body parts and basically familiar with the 
locations, but they rarely make mind and body connections 
to further their understanding and application of their bodily 
capabilities. Students also do not have opportunities to 
engage explicitly in cognitive anatomical mapping in other 
academic disciplines. The dance integration classroom offers 
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the opportunity to recognize and apply cognitive anatomical 
mapping skills to deepen students’ understanding of how their 
body functions. Applying the data from the Human Body 
Countdown lessons engages students in understanding the 
many anatomical connections they have from their phalanges 
to their brains. These connections build upon their prior 
experiences and present them with new information to explore. 
Beginning with the idea of the body as a realm of data to be 
explored, this presentation uses a backwards design to literally 
and figuratively arrive at one brain inside one head, and one 
heart inside one torso. Using Dowdy’s book Body Math as a 
model, students complete a Human Body Countdown from 
their phalanges to their brain. This approach engages students 
with a multidisciplinary approach to learning while moving. 
Replete with vocabulary expansion, concept exploration, and 
cognitive anatomical mapping, every student emerges with a 
concrete understanding of the data within their body. Then, 
they can explore the creative possibilities of combining this 
data to produce a dance performance. Recognizing that the 
learning in the dance integration classroom embodies not only 
knowledge and kinesthetic connections, but the contributions 
of each individual and their unique perspective to expand to 
a greater understanding of self and world. This is one way the 
dance education classroom cultivates learning for all. Everyone 
has access to their body and the many possibilities within it.

Everyone Is a Dancer: An Inclusive Dance Class for 
Inexperienced Movers

Yoav Kaddar (PhD, MFA)

This experiential presentation offers participants a dance class 
that is geared towards the inexperienced mover. So often as 
dance educators we are challenged with how best to attract 
such students into the studio and once there, how best to keep 
them interested and engaged.

Although not new within dance education curriculum, 
dance classes for students with little-to-no dance experience 
have been based on various dance pedagogy approaches and 
methodologies. This presentation’s approach derives directly 
from the instructor’s personal experience; once a novice dancer 
who literally had no dance experience late in life who achieved 
an established career in dance both as a performer and educator. 

The theme of the presentation is focused on inclusion of 
inexperienced movers into the dance studio, exposing them to 
the benefits and joys of the art form. The session will present 
participants with a variety of pedagogical tools for working 
with the novice dancer. 

The session will not be limited to one pedagogical 
approach but rather give participants an assortment of ideas 
on the subject. Through a multitude of exercises and short 
class assignments such as basic dance improvisation exercises, 
pedestrian movement tasks, folk and social dances, and through 
a rudimentary modern dance class and the performance of a 
solo, participants will receive a concise hands-on experience 
of the sequential progression of this semester-long class. 
Musicality and counts, spatial awareness and basic partnering 
work as well as complete movement phrases, are at the core of 
this lesson.

Through this approach the student not only introduced to 

the basics of taking a dance class but also gains confidence 
in her ability to dance, building enough interest to take more 
dance classes in the future. 

Expanding Access through Integration: A Story of Sharing 
in the City of Angels

Shana Habel

The proposed workshop is an experiential journey through a 
successful and applicable approach to sharing the art of dance 
in an integrated format for K-12 educators. We will explore 
the philosophical underpinnings of the approach, practical 
strategies, activities, and resources, as well as the discoveries 
and learning that have arisen within the arts integration class 
offered to K-12 teachers in a large urban school district, several 
times a year, over the span of many years. The experience 
gleaned in writing and implementing this class has yielded 
a plethora of practical knowledge, which is of benefit to the 
field of dance both educationally and artistically. The thrust 
of this class is authentic integration, which honors the artistic 
nature and aesthetic possibilities of dance. The ongoing and 
collaborative nature of the class has allowed the presenter to 
dive deeply into the pedagogy of integrated learning, and to 
approach it through a truly holistic lens, gleaning perspectives 
that support the field in engaging with dance integration in 
more authentic and aesthetic way. 

This proposal relates directly to the conference theme in 
that it addresses a powerful means of expanding access to dance 
education, that of curriculum integration – more specifically, of 
sharing dance elements and concepts in such a way that we 
allow fellow educators to find rich connections in their own 
work. As dance educators, we need to take advantage of shared 
delivery models to provide greater student access to the arts. 
We need to go beyond surface models of “arts integration” 
and set a place for dance at the larger educational table if we 
are to create greater access to dance education. As we move 
towards equity, we must find all points of access in our work. 
This workshop will provide a clear, logical and well-organized 
picture of one successful solution to the issue of 1) providing 
greater access to dance education in the K-12 system, and 2) 
doing it in such a way that the aesthetic and artistic integrity of 
the art form is maintained and shared in a non-threatening and 
egalitarian manner.

Expanding and Connecting Genres: Bridging between 
African, Hip Hop, Ballet, Jazz, and Modern Dance

Latanya d. Tigner (MA)

When addressing the issue of equity and access in dance 
education, often the focus is on increasing the number of people 
of color, disabled individuals, those who identify as male, and 
others who have perceived less exposure to dance and dance 
education. What happens to those dance students once they 
enter the class? Does the access and equity continue? Does 
the kinetic and cultural information they hold in their bodies 
receive validation? Does the hip hop dancer’s movement 
experience get acknowledged as valid in a modern dance class 
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and vs? Does an African dancer’s movement experience get 
acknowledged as valid in a ballet class and vs? Does disabled 
person’s movement experience get acknowledged as valid in 
a traditional Chinese dance class and vs? Even though these 
questions cross all skill levels, the beginning student tends to 
shy away from the lessons because they feel they bring nothing 
to the table. They do. 

Dance educators can easily identify the natural abilities and 
movement experience in all dancers. It is important, especially 
when working with students in beginning level courses, to help 
them identify the valid information they hold and draw lines 
of connections between those movements/steps/dances to the 
new movement information of the course. A beginning dancer 
may not understand a chassé in jazz or ballet, but they may 
understand a skip. A ballet dancer may not understand a step 
up in a house dance class, but they would understand a pas de 
bourree. An African dancer may not understand a chaîné/tendu 
sequence, but they would understand turn-ball-change. A hip 
hop dancer may recognize a chassé in second as a top rock; an 
African dancer, Liberté.

In addition to validating the cultural and kinetic information 
students hold, having them use it to their advantage, not throw 
it away to make room for the new technique, encourages them 
to participate more fully, knowing they have information from 
which to draw connections. Equally as importance is the use 
of terminology/lingo of the forms or movement experiences 
of the students, if any. Students who claim to have no dance 
background often have language to describe they movement 
they do in informal settings. 

This workshop will inform dance educators on the various 
ways to provide equity and access from the beginning to the 
end of your course.

Experiencing the Creative Process of the “IDENTITY: 
Dancing the Self” Performance Project

Alice Howes

I propose to discuss the process for creating IDENTITY: 
Dancing the Self (“IDENTITY”), a performance project 
featuring dance works that explore the expression of self in 
choreography and in an audience-integrated component. 
IDENTITY expresses the particular challenges of maintaining 
one’s individual identity while navigating the social demands 
of our culture. The presentation includes dance works such as 
The Body is not an Apology, which confronts the issue of the 
American woman’s body image; and Acao de Gracas, in which 
an isolated, grieving person is enveloped within a community. 
These dances are the product of a creative process that elicits 
input from the dancer in the form of unique movement. Each 
dancer’s input is then folded into a final work that expresses 
a sense of community. This creative process benefits the field 
of dance by offering a method for drawing out each individual 
dancer’s unique movement expression.

As demonstrated in the audience integration component, 
this creative process provides a framework for anyone to 
express himself through movement. The audience integration 
aspect of the IDENTITY project is a fresh perspective on 
Laban’s concept of the Movement Choir: it involves gleaning 
specific movements from each audience participant in response 

to a question that encourages self-reflection. The participants, 
as a group, then create a short composition that incorporates 
these individual expressions but also places them within the 
context of a unified society. The individual expresses his 
unique identity while experiencing the support that comes from 
the communal spirit of the group.

The proposed session progresses from an introductory 
discussion of the choreographic process used in creating the 
IDENTITY project to movement experiences that mimic 
those of the choreographer, performer, and audience member 
involved in the project. This experience is of practical use to 
session participants, as they may then use this creative process 
to design choreographic endeavors, improvisation structures, 
and composition exercises for their own use.

This proposal relates to the conference theme as it 
provides an example of how dance can provide an avenue 
for one to contemplate and express his identity. The 
process cultivates equity: everyone is heard. This method 
is accessible to anyone from a highly trained dancer to a 
dance novice. The highly personal process allows one to 
express her individuality while working within a group, thus 
contributing to a vibrant community.

Exploring Technique Class in a Changing World

Halley Willcox, Laina Carney

In our research we plan to examine how we, as dance educators, 
can provide a more inclusive learning environment within a 
dance technique class in higher education environments. We 
are interested in investigating how we, as two very different 
dancers and people, have been shaped by our learning 
experiences in the classroom through a systematic lens. 
Coming from very different backgrounds in both dance training 
and lived experience, we have seen the need for advancement 
of the structure of dance technique classes in higher education 
through contrasting lens, and have found interest in creating 
avenues for accessibility to a more diverse population of 
dancers. We are interested how biases surrounding body 
image, race, culture, dance background, sex, and gender, 
within the dance technique shapes the classroom environment, 
and how it affects community engagement as a whole. We 
will investigate teaching approaches that embrace a diverse 
educational experience, looking to strengthen community 
through personal and group engagement. We believe that with 
the implementation of inclusive learning strategies in curricula 
such as somatic practices, tactile learning, journaling, class 
discussions, and guided improvisations, will create headway 
for a more supportive classroom environment in technique 
class and curricula.

As we recognize the value of a supportive learning 
environment all students, we are motivated provide a safe place 
in within the technique class - no matter their socio-economic, 
dance, or class background. We are interested in examining how 
these supportive or non-supportive classroom environments 
affect the psychological state of dancers, and their ability 
to successfully learn. We feel that these experiences have 
dramatically shaped our personal experience as professional 
dancers, as well as how we value equity and fairness in and out 
of the technique class setting. Our investigation will include 
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examining how professors in dance programs within higher 
education foster this empowerment that classroom experience 
can potentially provide for students, and how we can promote 
a supportive learning environment in totality. Also, we will use 
interviews and discussions to reveal how structures built within 
the setting of the technique class affect the overall advocacy of 
equity and inclusive practices in the classroom. By conducting 
this research we plan to reveal how we, as dance educators, 
can be the best advocates of inclusivity and equity within the 
technique classroom, and manifest these principles in our lives 
in and out of higher education. 

Facing the Privilege of Dance Education

Donna Davenport

This presentation underscores the belief that it is useful to 
examine access to dance education and to acknowledge 
the reality of privilege and oppression in societies all over 
the United States. It is also valuable to be critical of good 
intentions, to be honest when promising arts programs stumble, 
and to recognize that the real needs of community partners may 
not match a leader’s initial goals.

In the 21st century in cities, suburban, and rural 
communities all over the United States, artists of all kinds are 
able to exhibit and perform their work. Many granting agencies 
provide venues and funding clearly for the purpose of social 
activism and expression of minority voices. While advocacy 
for human rights through the arts is neither new nor rare, 
righteous sentiments that situate arts activism in contrast to arts 
elitism do so with a few inherent contradictions. Artists with 
the time and money to volunteer their services, to work without 
adequate compensation, and to support other community artists 
are often privileged by education and socioeconomic status; 
and while arts production is not by definition elitist, arts 
educators and administrators must continue to acknowledge 
and work to reduce social inequities.

It is still the case that more middle to upper-class white 
children are enrolled in after school arts programs where 
advanced training in the arts is provided. Parents or guardians 
prioritize the time, transportation, and money, or the application 
for financial aid, to support a child’s interests. Changing the 
patterns of the have’s and have-nots is ethically complicated 
work. Often, charitable giving of time, services, and money in 
the U.S. derives from a position of power and privilege. In a 
perfect world, every adult human being has enough excess (and 
access) to donate and feel good about it.

With these thoughts in mind, I volunteered to work as Dean 
of Faculty for a local arts academy. In a rural region of Upstate 
NY, the mission of this academy is “Arts for All.” Supported 
by the generous conviction and social justice principles of 
the academy’s Episcopal leaders, the first plan was to move 
Tuesday dance classes to a nearby Boys & Girls Club where 
a majority of black and brown teens participate in after school 
programs. This NDEO presentation outlines the intentions I 
had, the surprising challenges we faced, the changes we made, 
and the learning that drives arts and social activism in my 
future.

Feeling My Way through Class: The Place of Traditional 
Indian Dance in a Liberal Arts University

Aadya Kaktikar

Three years ago when the first Liberal Arts University was set 
up in India, as a founding faculty for Dance I had to contend 
with a crucial question: What role would a traditional dance 
practice play in the Humanities? This question was to be 
pivotal in the way it shaped not just my class but my career as 
a classical Indian dance performer.

Having taught and performed in the classical dance space 
for over two decades, the university required me to re-examine 
my class content, teaching methods and assessment strategies. 
My position as a dance teacher was philosophically lodged 
between conventional authoritative approaches to teaching 
codified movement techniques and a more contemporary, 
democratic, student centred approach to teaching and learning 
dance. This realignment was necessitated by the fact that 
dance as an academic discipline was to be accessible to all 
students from all disciplines and abilities rather than be seen 
as a specialised skill attainable by only a select few. This was 
a marked difference of how dance is taught in other Indian 
universities and from how dance is traditionally learnt in India.

On one level this implied a shift in instruction 
methodologies, learning material and introducing relevant 
assessment strategies. On another level it implied adopting 
a restorative pedagogical approach to learning dance where 
student participation affected what was taught and produced 
in class. Given the ground-breaking nature of my teaching 
circumstances, I had no prior model to follow. I relied on my 
intuition and implicit knowledge and created a curriculum that 
‘felt’ right. Hence this paper examines student narratives to 
unearth the conscious and unconscious learning that took place 
and the tapestry of relationships that students developed with 
the dance form. This paper unpacks my process of reorienting 
and distilling a traditional dance practice so that it shifts from 
being an individualized pursuit of an elite few to a means of 
knowledge production for students across various disciples and 
aptitudes.

Finding Our Own Agency through Dance

Mary Lynn Babcock

This movement session concerns movement approaches 
focused on building awareness and practices in suspending 
judgement through heightened somatic modes of attention. 
How we sensate, how we perceive, and the choices we make 
are interrelated; we instate our own agency body because 
of the choices we make as we move. Heightened somatic 
awareness can directly affect how we think about, perceive, 
respond to, and experience our self and others, thus giving us 
more confidence. This session provides dance practices that tap 
into the inevitable release of judgmental thinking, observing, 
and participating so that we can ‘free up’ the dance experience 
with more confidence of who we are and more acceptance of 
diversity.

Finding our own agency through dance facilitates the 
conference theme of equity and access in the dance classroom 
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by providing activities that illuminate avenues of expression 
and appreciation of one’s self and others. We will find how the 
session work extends beyond the classroom, moving into the 
community and beyond, because we learn, hands-on what it 
means to have a shared understanding and respect for diversity. 

Participants will progress through a four-part lesson plan 
that includes warming up, inner view of self, outer view of 
other, and a culmination of classroom material into a process 
of movement dialoging. Additionally, this session will give 
participants tools to apply to their own teaching situations. A 
detailed handout of the lesson plan will be provided, which will 
include a list of resources for future reference.

Fleshed Out: The Body Politic

Kelly Lester, Elizabeth Lentz-Hill

In 2016-17, the presenters collaborated on an interdisciplinary 
series entitled, Fleshed Out: The Body Politic. This series 
explored the body as a site of social construct, through the 
perspectives of professors from Sociology, Social Work, 
Fashion Merchandising, History, English/Disability Studies, 
and Dance. Because two of the seven organizers/panelists were 
from Dance, dance and movement were incorporated into all 
aspects of the series. The presenters found their colleagues from 
other subject areas were not only moved by the content of the 
presenters’ creative research in dance, but they placed increased 
value on the ability of dance/movement to help audiences 
engage with various topics and in the value of including artistic 
perspectives in traditional scholarly presentations. 

Fleshed Out was conceived and began during the 2016 
election process, which highlighted issues of bodies, culture, 
education, social identity, and “normalizing.” The goal of 
the series was to expand people’s ideas of what a body is; 
however, due to the social context it became a platform for 
advocacy of inclusivity and accessibility for all. Additionally, 
keeping dance focal in all aspects of the process advocated for 
the necessity and benefits of dance, dance education, and the 
arts to faculty colleagues, students, community members, and 
university administrators. 

This workshop will consider the leading topics of the 
series, as well as address how dance and movement were 
incorporated throughout it. The year-long series was organized 
into six presentations, each with its own focal question: What 
is a body? How do bodies perform? How are bodies shaped by 
technology, and how does technology shape the body? How 
do we brand the body? How do we control dangerous bodies? 
And what is an “abnormal” body? The first topic “What is 
a body?” was explored via round-table discussion with all 
participants; after that, each topic had a lead presentation/
performance and a response by one to two other panelists. 
“Day of” interactive events were held on campus to expand the 
number of people engaging with the topic, and the location of 
each presentation changed, including to off-campus locations. 
While interdisciplinary collaborations are not uncommon, 
the scope of collaboration and interdisciplinary interaction in 
this series makes it unique in the field. Participants will leave 
the workshop with specific ideas for how to build effective 
interdisciplinary and accessible experiences for their students/

community, and the focal role dance can play in guiding these 
experiences.

The Four Freedom’s Project: A Higher Education 
Exploration of Dance and Democracy

Amanda Sowerby (MFA, BFA), Joanne L. Lawrence (MFA, 
BA)

The Four Freedom’s Project is inspired by President Franklin 
D. Roosevelt’s Four Freedoms speech, given as his 1941 State 
of the Union address. President Roosevelt called for people 
“everywhere in the world” to enjoy Freedom of Speech, 
Freedom of Worship, Freedom from Want, and Freedom 
from Fear. Weber State University (WSU) dance faculty 
Joanne L. Lawrence and Amanda Sowerby mapped out a two-
year interdisciplinary project bringing Dance and American 
History together through arts integration. This cross-curricular 
investigation guided our participating WSU students, Dance 
and Political Science, to generate ideas and movement, develop 
resources and lesson plans to educate and challenge our local 
youth in relevant and impactful ways. Along with guest artists, 
local schools and non-profit organizations, the project focused 
on weaving historical and social discourse through the learning 
and creation of dances that took impetus from Roosevelt’s Four 
Freedoms.

A core problem that we, as project leaders, addressed is the 
lack of interest youth have in American History, specifically 
understanding history’s relevance to their personal experiences. 
By using dance (hip hop and contemporary forms) as an entry 
point to understanding history, we hoped to incite a level of 
engagement -- a desire to act, into our university students and 
in the community. Central to our work is the knowledge that 
young people can make a difference, locally and nationally. 
Youth often feel disenfranchised from the political process, 
be it from political polarization, lack of understanding of 
historical and/or current issues, feeling disconnected from 
policy makers, or the general sense that one’s voice doesn’t 
count. Through the Four Freedoms Project our university 
dancers presented dance as social discourse and worked with 
area high school and community youth, employing creative 
problem solving dance activities in the classroom/studio to 
allow all involved to find their voice and use it in collaboration 
with others. This experiential workshop will include an 
introduction to FDR’s Four Freedoms, a movement exploration 
to create choreographic phrases referencing the freedoms, and 
an opportunity for in-session improvisational and collaborative 
meaning-making.

Gender and Equality in Dance: Are We There Yet?

Wendy Oliver, Doug Risner, Eliza Larson, Karen Schupp, 
Carolyn Hebert, Pamela S. Musil

In 1996, Jan Van Dyke wrote “Gender and Success in the 
Dance World,” showing empirically that women were 
distinctly disadvantaged regarding funding for concert dance. 
In the twenty years since that research was published, have 
things improved for women? This presentation will look at 
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different areas of dance and gender including the concert dance 
world, the dance studio, and in higher education. Four authors 
from the new book Dance and Gender will present their recent 
empirical research in a panel, which will be co-moderated by 
the editors of the book, Wendy Oliver and Doug Risner. This 
research sheds light on the issue of gender equality in different 
aspects of the dance world, showing areas of both progress 
and concern. Research methodology for each study will be 
explained.

Eliza Larson’s research assembles data and shows gender 
hierarchies among choreographers in concert dance in the 
United States today through an examination of the 2012, 
2013, and 2014 performance seasons at Jacob’s Pillow Dance 
Festival, the American Dance Festival, and the Brooklyn 
Academy of Music. This multi-case study illustrates how 
female choreographers fare within the dance world by asking 
whether men and women are represented in numbers that 
reflect their respective populations in the field, and how the 
production of dance illuminates or undermines gender disparity 
among dance creators.

Karen Schupp discusses dance competitions and lessons 
conveyed to adolescent competition dancers about how gender 
should be performed. Using a mixed method research approach 
employing a sequential explanatory strategy, Schupp’s paper 
provides valuable information about the expectations and 
attributes of competition dancers and insight into what makes 
dance competitions increasingly compelling to the general 
public.

Carolyn Hebert’s paper presents the results of an 
ethnographic study of interactions between gender and 
pedagogy in a competitive dance studio in southwestern 
Ontario, Canada. The focus of the study was an assessment 
of the programs employed by dance teachers to encourage 
more boys to dance and to compare these methods with the 
experiences of both the male dancers and their female peers.

Pam Musil reports on administrative leadership in 
postsecondary dance today with particular focus on gender 
and its role within leadership structures and practices. 
Co-authored with Doug Risner, the exploratory study’s 
data reveal both expected and unpredicted outcomes 
regarding gender representation, equity, workplace issues, 
professional motivations, and career choices among leaders 
serving within postsecondary dance programs. 

Grace & Scarcity: Gender Disparity in Today’s Ballet 
Companies

Ivy Chow (MFA, BS)

Examining issues of equity and access within today’s ballet 
companies reveals three significant disparities. First, ballet is 
often regarded as a “feminine” art form with famous ballerinas 
surrounded by corps de ballet made up of predominantly female 
dancers, but what is visible on stage masks a different reality 
off-stage. Most leadership roles, especially those of company 
director or choreographer, are occupied by men. Second,most 
of the choreographic structures and narratives of ballet, 
especially well-known and often-performed ballets like Swan 
Lake and Giselle, present a man’s point of view. The story may 
have a lead female but these women are often treated as objects 

of a man’s desire. Third, ballet studios are often dominated 
by female students and this exacerbates women’s feelings of 
disposability and self-doubt when they join a company: they 
often feel they must acquiesce to a man’s decisions or they 
could lose their jobs.

The impetus for this project, called Grace and Scarcity: 
Gender Disparity in Today’s Ballet Companies, came from 
analyzing the 2015 - 2016 performance season of the ten 
highest budgeted American ballet companies (9 M to 60 M 
U.S. dollars). I discovered that only ten percent of the works 
were made by women (111 male choreographers compared to 
only 13 female choreographers). To investigate reasons why 
this gender disparity exists, I conducted interviews with female 
and male artists who are former or current principal dancers 
(the highest rank performer) of ballet companies, as well as 
choreographers and former or current artistic directors of ballet 
companies. These dancers were asked to reflect on the lack 
of female representation in their performance histories and 
current repertoire. Based on these interviews, I formulated two 
inquiries: does ballet training prevent women from considering 
themselves creative individuals who can think outside of the 
prescribed box and become choreographers? And second, 
what needs to change pedagogically to instill in female ballet 
students the idea that they can choreograph ballets and lead 
ballet companies? 

This paper benefits the field of dance and dance education 
by examining the practices that prevent gender equity in 
leadership roles, and by making concrete recommendations 
for more balanced representation in companies’ repertory and 
leadership.

Greco-Roman Mythologies: Literacy, History, and Creative 
Movement for all Ages

Allison Spadaro

Greco-Roman Mythologies are over two thousand years old, yet 
they still leave an impact for humans in contemporary society. 
More specifically, in dance, Greco-Roman mythological 
storylines and themes have graced many of our world’s 
most influential choreographers because of the humanistic 
characteristics and vivid imagery woven within every myth. 
Martha Graham’s Night Journey depicts a feministic view 
of the story of Jocosta and her son, Oedipus Rex. Isadora 
Duncan’s Dance of the Furies is still performed today by 
numerous artists and companies. George Balanchine’s Apollo 
was his first collaboration with Stravinsky. There is a pattern 
of studying these classical myths with creating work based 
around them and this is important for students to learn; indeed, 
understanding how and why western dance pioneers sought 
inspiration should be an objective for dance educators across 
America to teach students.

In this workshop, participants will be guided through a field-
tested creative movement and choreography unit incorporating 
Greco-Roman mythology that cross-integrates three subjects: 
literacy, history, and dance. A short slide-show presentation will 
briefly introduce Greco-Roman mythology along with an open 
discussion based on why dance artists have been influenced by 
such stories. Participants will then work in groups to analyze 
the major themes within a short myth and then explore how 
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ancient people used these myths within their daily lives as 
impetus for dance making and hence gain understanding 
of human anthropology. With the information extracted 
from their specific myth and group discussion, participants 
will begin creating movements in order to formulate a short 
abstract or literal phrase. The culmination of this session will 
include a small presentation of phrases created by each group 
as well as video examples of high school students’ work. The 
presenter will discuss various modifications and future lesson 
plan ideas. After a Q&A, each participant will receive a unit 
plan packet which will include sample lesson plans, a family 
tree of the Greco-Roman gods and goddesses, information 
about important heroes and characters, vocabulary words, 
choreography rubrics, and other materials deemed helpful for 
teaching this unit plan.

Honoring the Practice: How to Cultivate Positive Emotional 
Experiences for the Adult Learner

Monica Martens

Dance educators and mind/body instructors operate within 
fickle markets, especially if the clients are dedicated-amateur 
adults with limited leisure time, budgets, and no required long-
term commitments. An unsatisfying class has the potential to 
end someone’s study of dance, especially in this age of instant 
gratification. Furthermore, dance as opposed to fitness classes 
such as barre, requires a patient commitment for a longer 
period of time. Sadly, dance is often perceived as accessible 
only for the skilled and young, yet adults at all life stages wish 
to participate.

A common method used by instructors of ballet and Pilates 
is to teach awareness of anatomy, in order to attain knowledge 
of the body’s processes and movements. While necessary and 
helpful, this approach is often emphasized at the expense of 
encouraging the student to enjoy and savor the experience as 
it is happening, so that the process of learning to warm up, 
execute a turn or negotiate a balance becomes as gratifying as 
the desired result. 

Nearly 20 years ago, proponents of the positive psychology 
movement took the helm of the American Psychological 
Association and began to balance their field’s study of 
mitigating mental illness with inquiry into enrichment of life. 
In other words, how could psychology help people to flourish? 
Researchers began publishing material about how to experience 
flow or to improve one’s ratio of positive to negative emotions 
– not for the sake of taking a Pollyanna approach to life, but to 
develop resilience, improve long-term health, and to broaden 
the mind’s eye to possibilities. 

This movement begged the question as to whether a 
parallel yet unique conversation was taking place within 
our community, and what did that look like? Furthermore, 
how could teachers interject specific verbal cues for positive 
emotions just as we do for teaching anatomical awareness or 
taking a somatics approach? What would that sound like?

This paper details the speaker’s experience with taking this 
inquiry from its first iteration in an NDEO research methods 
class two years ago, to a conference study last autumn, to its 
practical application over the past eight months in ballet and 
Pilates classes for adult learners. This paper also offers advice, 

anecdotal stories about students’ reactions to positive emotion 
cues, and materials for further study. Finally, observations are 
shared about the utility of this approach in reducing undue 
tension and nervous feelings, encouraging expression, and 
cultivating a community valued by students.

The Hoop Dance Experience: Embracing Prop 
Manipulation as a Dance Form

Jennifer Dennehy

To make dance accessible it is essential that all individuals 
regardless of ability, experience, age, gender, size, etc. feel 
included and capable of learning through dance. During the 
summer of 2010 I was introduced to hoop dance. That began 
the journey of being able to make dance accessible to all. Hoop 
dance refers to manipulation of and artistic dancing with a 
hoop. Hooping evokes the exploration of dynamic, flowing and 
sequential movements. Modern hooping has been influenced 
by art forms such as hip-hop, freestyle dance, rhythmic 
gymnastics, etc. It has challenged me to think differently 
about my definition of dance and has enabled me to bring 
dance regularly into the lives of over 1,000 people a year. This 
experience showcases how embracing a new dance form has 
and can create a new point of entry to the field of dance.

I have found hoop dance to be a neutralizer. In a room full 
of people, regardless of if they are trained dancers or people 
that have never taken dance, everyone with hoop is at the same 
level and have similar learning curves with prop manipulation 
techniques. Also, hoop dance seems to undo any gender-bias. 
In many of the schools/organizations I teach in the number of 
boys that choose to participate in hoop is equivalent to the girls. 
Additionally, this is an inviting dance form for individuals with 
various disabilities. I have had the privilege to teach a partners 
in dance program with a social service organization that 
serves adults with various disabilities. Through this program 
I have learned that props, in particular the hoop, really helps 
individuals in this program to explore dance.

Many people who are disconnected with moving their 
body pick up the hoop without realizing they are stepping into 
the world of dance. It is by accident that they stumble into 
exploring how their body moves through time and space. For 
many this leads to learning about more traditional dance forms. 
Hoop dance provides an entry point to the world of dance and 
is expanding the number of people who are dancing.

As dance educators we try to reach as many people as 
possible and push the field further. Hoop dance has done both 
in my community and I would love to share it as a movement 
session with other dance educators in our nation.

How Nonprofit Dance Companies Create Possibilities for 
Public Dance Education to Emerge

Ali Duffy

This research develops from my curiosity about and my 
experience with regional contemporary dance companies and, 
more specifically, how they employ artistic strategies for their 
companies’ engagement through public educational initiatives, 
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within the contexts of the communities they serve. My position 
as an artistic director of a nonprofit dance company invites this 
line of questioning in my own career. The goals I have for my 
own company’s educational engagement and sustainability 
compel me to seek out innovative methods other women 
artistic directors have used in companies I admire. 

Because of some interesting connections I found in literature 
between women artistic directors and their overwhelming 
interests in community and education, I decided to interview 
women artistic directors about how their communities and 
professional goals have shaped the ways their companies 
create opportunities for public dance education to emerge. I 
conducted case studies of six female artistic directors of regional 
contemporary dance companies. I explored the participants’ 
discussions of how the particularities of geographical location 
and each community’s ethos impact their strategies and goals 
for public dance education to emerge. As each city or town 
boasts its own special features, each of the participants describe 
the how particularities of their communities affect the ways 
their company contributes to public dance education. These 
distinctions offer unique and interesting connections between 
nonprofit dance companies and communities in creating 
opportunities for public dance education to happen.

This research will make significant contributions to several 
important areas of inquiry, including dance studies, community 
studies, and women’s studies. Further, in highlighting the 
innovative ways dance education can be expanded to the public 
through the work of nonprofit dance companies, this research 
will hopefully inspire other dance professionals and companies 
to create similar opportunities in their own communities. 
Through this research, I sense many connections to this year’s 
conference theme, including: 1) expanding access to dance 
education in differing communities, 2) analyzing ways K-12, 
higher education, private studios, and arts organizations work 
together to improve dance education in their communities, 
and 3) looking at how nonprofit dance companies negotiate 
economics and politics in their public educational initiatives.

How to Teach a Traditional Dance Technique to Diverse 
and Unique Populations

Daunne Zinger, Lakeisha Sharpley

Our proposal describes how two unique student populations 
in different parts of the country and in different learning 
environments have successfully learned and embraced a 
standard sixty-year old traditional jazz dance technique. The 
common element for these two groups is the background 
and experiences of their dance instructors who are your co-
presenters for this workshop. While we come from different 
geographic regions, are different ages and ethnicities, we have 
one significant thing in common. We are accomplished dance 
instructors of the classic “Luigi” jazz dance technique. We also 
believe that because of the structure and inclusive nature of this 
dance style, it can be learned by anyone.

The benefit of this workshop is to enhance participants’ 
knowledge, skills and abilities in ways to teach traditional dance 
techniques such as Luigi jazz dance to students with different 
backgrounds, abilities and needs. The conference theme of 
cultivating equity and access is exactly the theme of our 

proposal in that our two respective dance populations of older 
females and African American middle school male athletes 
represent two marginalized groups within the traditional dance 
community.

We will demonstrate successful creative teaching 
methods that preserve the integrity of this dance technique 
and describe how our instruction styles are as diverse as our 
geographic regions and student populations. We will also 
demonstrate examples of how different types of music, props 
and communication styles can be used to enhance learning and 
include these in the form of handouts that participants can use 
in their teaching. 

The Impact of Dance Education in Rural Mississippi

Krista Bower

This paper discusses the challenges and joys of owning and 
directing a private dance studio in one of the poorest regions in 
the United States. The school is designed to advance equity and 
expand access to dance education in a rural community. While 
students from diverse socioeconomic and racial backgrounds 
in this town are subject to de facto segregation in local schools, 
the dance studio is a place that brings students together, fosters 
community, and builds trust. Located in a historic building 
that serves as a cultural center, the studio aims to support and 
maintain this important hub of artistic activity on the town’s 
main street. Teachers at the studio balance various cultural 
contexts as the families connected to the dance school earn their 
livelihoods as farmers, prison employees, mechanics, truck-
drivers, and white-collar professionals. Many of the parents 
of the current dance students did not have the financial means 
or opportunity to receive training in the arts when they were 
young. Thus, the studio serves as an intersection where multiple 
generations are exposed to dance education in a community 
setting. The dance studio is fertile ground for planting seeds 
of discipline, perseverance, and collaboration. The paper will 
address how a dance studio in a rural environment can boost 
the local economy, encourage relationships across racial and 
socioeconomic divides, and help to prepare students to enter 
the workforce in a variety of fields.

By providing practical information about the history and 
development of the dance studio, this paper seeks to answer 
the following questions: What are the benefits of providing 
quality dance education in rural areas challenged by poverty 
and inequality? What can a diverse population of students 
learn in, about, and through dance? What challenges arise in 
order to sustain such a program? Personal reflection, data, and 
participant interviews will inform the presentation of this in-
practice research. The outcomes of this research add to current 
knowledge and practice regarding the value of dance as a tool 
for serving diverse populations, building community, and 
contributing to the creative economy.
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Improving Dance Education across Sectors through 
Somatic Inquiry and Research

Becky Dyer, Martha Eddy, Jill Green

This discussion-based workshop will engage participants in 
conversation about the kinds of somatic inquiry and research 
currently happening across diverse sectors inof the dance 
field (higher education, community health and wellness, 
professional private practice, secondary education, PreK-12), 
and how somatic research practices are positively impacting 
dance communities. The presenters will facilitate participants 
in sharing and generating ideas about ways in which somatic 
inquiry and research is supporting, furthering and sometimes 
challenging current dance and somatic practices. Dialog will 
be focused around how informed, rigorous somatic inquiry 
and research can be of might benefit to the field of dance and 
dance education, and to creating a more inclusive models of 
dance education for differently abled bodies. Participants will 
be encouraged to look at processes of conducting somatic 
research from differing perspectives and to consider how 
current somatic research practices might be advanced both as 
a process of inquiry and as a vehicle to promote equity and 
access to cutting edge educational standards and methods.

The workshop will begin with the presenters summarizing 
their perspectives on the nature and impact of current somatic 
inquiry and research. Participants will then form working 
groups based on their sector to pose and address questions 
related to the topics of (a) What are the current forms of somatic 
research that are being used within the group?, (b) What are the 
needs not yet addressed?, (c) How can research support more 
access to somatic dance education?, and, (d) How can somatic 
research support more access to dance for all?. 

Time will be allotted for group members to discuss their 
own somatic research agendas and the processes they have 
been using to do it. The presenters will then facilitate the 
groups in finding similarities and distinctions in their research 
approaches and outcomes, as well as reflecting on their 
findings. Finally, each group will generate ideas about how the 
collective effort of the dance field might further understandings, 
protocols and outcomes of somatic inquiry towards the end of 
strengthening the state of dance and somatic education in our 
communities and schools. To conclude, each working group 
will share highlights from their dialog to the larger group, and 
the presenters will offer some last thoughts and suggestions for 
the future.

Improving Movement through Neural Integration

Lisa Thorngren (MFA, BS), Dominika Borovansky Gaines 
(MFA, BFA)

More important than anatomy or “skill,” neural work may 
be the answer to creating equality and access to dance and 
movement for all. In our culture, dance is mostly represented 
as an art form performed by highly skilled practitioners. A 
fairly self-selective process winnows out those who are not 
able to “perform” at the highest level. In social dance, which 
is relatively lacking in our culture, there is a similar self-
winnowing by those who judge themselves as “unable” to 
dance or having “two left feet.” What if those left feet could 
become right and left? What if the dancer who has plateaued 

can suddenly find clarity and begin excelling again? What if 
the reason that someone doesn’t excel in their art or on the 
social scene is because there is some “fuzzy mapping” in the 
brain?

While we frequently turn to our knowledge of muscles 
and bones to try to help struggling dancers, the oft-missing 
component is the brain. Without efficient and full neurological 
integration of our visual, vestibular and proprioceptive 
systems, our movement diminishes, becoming weaker, smaller, 
uncoordinated, or more off-balance. Through combining the 
neuroscience training of Z-Health Performance with dance 
training, we can find quicker and more direct ways to break 
through stagnation, reach students who are struggling, and 
increase performance capabilities.

In this workshop, you will learn the basics of neuroscience 
and its role in movement. You will then practice simple and 
quick ways to assess and re-assess nervous system function 
for yourself and when observing dancers. The workshop will 
then dive into some of the visual, vestibular and proprioceptive 
exercises that you can utilize to maximize each student’s 
learning experience. At the end of this workshop, you will 
understand the neuroscience behind this approach and have 
simple and effective tools for improving the movement and 
health of yourself and your dancers.

Improvisation and How it Fosters 21st Century Skills

Olivia Mode-Cater, Lauren Connolly

In this session we will be discussing how the use of improvisation 
can enhance 21st century skills across all age groups. In our 
modern world skills such as creativity, innovation, critical 
thinking, and problem solving are in high demand. We will 
explain the benefits of improvisation to develop these skills and 
guide the attendees through movement experiences appropriate 
for each age group.

Improvisation puts the teacher in the role of a facilitator, 
which automatically makes the learning student-centered. 
This allows students to meet their fullest potential through 
the concept of process over product. This encourages growth, 
experimentation, and evaluation rather than immediate results. 
When the value of the lesson is process driven it enhances the 
student’s ability to organically grow as a mover, express his or 
her artistic voice, and establish personal identity. Because of the 
Every Student Succeeds Act (2015) educators need to be able 
to advocate for their programs as a core subject. In this session 
we will be putting a 21st century lens on improvisation in order 
for teachers to be able to communicate to administrators the 
outcomes of their work. We will be taking a deeper look into 
how improvisation cultivates skills that surpass the studio and 
extend into their careers and communities. These tools should 
be developed in early childhood and be scaffolded as students 
grow through dance.

Inclusive Dance Learning: Puzzle Room Style

Barbara Bashaw (DFA, EdD, CMA), Melissa Denholtz 
(BA), Helen Snelgrove (BFA)

The field of education has moved from a focus on teachers 
and teaching to a focus on learners and learning. Today’s PK-
12 schools can be defined by two interrelated characteristics: 
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diverse learners and learning diversity. In celebrating the 
different cultural backgrounds and learning needs of students in 
education today, it is critical to draw upon the four core artistic 
processes: Creating, Performing, Responding and Connecting 
while also developing multi-modal approaches that optimize 
inclusive learning in the dance studio-classroom. By multi-
modal we mean methods that actively engage students in 
moving, sensing and feeling; using objects, visuals, music and 
technology; and reading, writing, listening and speaking.

But the notion of multi-modal learning challenges some of 
our deeply held beliefs and assumptions about teaching dance. 
No one questions integrating music and vocabulary words in a 
dance technique class, but including writing might feel taboo. 
No one would argue the importance of reading and writing in 
a dance history class, but choreographing dances seems off-
course. This adherence to tradition poses potential problems 
when we consider the diversity of our students’ learning needs. 
When we adhere to traditional pedagogies, what learners 
and learning modes are we giving preference to? What 
interdisciplinary connections are we limiting? What potential 
windows into dance learning remain unopened?

In our dance education learning community, we decided 
to challenge some of our inherited assumptions about 
dance pedagogy through experimenting with a popular, 
new recreational activity, the puzzle room. Puzzle rooms 
are physical adventure games in which players are given a 
situation and must use elements found in the room to solve a 
problem within a set time limit. They are popular with youth 
because they physically simulate mystery or escape-type video 
game experiences. While visiting puzzle rooms ourselves, we 
noticed that they integrated key educational strategies known 
to enhance engagement and motivation for learning, including 
the use of multi-modal tasks. Recognizing the connections 
between puzzle rooms and immersive types of dance-theater, 
the idea of develop puzzle room pedagogy dawned. 

In this experiential workshop, participants will explore 
a dance puzzle room that was collaboratively developed 
and field tested with PK-12 dance learners in several public 
schools. This will be followed by a presentation of puzzle room 
pedagogy methods and their implications for inclusive learning 
in dance. Participants will have an opportunity to share ideas 
stimulated from the session and a hand out with resources will 
be provided.

Increasing Engagement in Large Classes: Results of 
Collaborating with a Teacher Educator

Michael Scoggins

This research presents the results of a unique partnership 
between a dance educator and a teacher educator. The benefits 
of the research are twofold: (1) to demonstrate the positive 
impact of an easy-to-implement, practical partnership in 
dance education; and (2) to present some low-intensity, 
high-impact teaching strategies that can be applied to dance 
instruction across content area. Although large dance classes 
are commonplace in colleges and universities, little research 
has focused on specific engagement strategies in these settings. 
Students come to large college classes (35 or more students) 
with a wide variety of dance backgrounds, dance ability, and 

motivation. The issue addressed in this presentation is how a 
single instructor can provide equity and access to all students 
within the setting of a large course.This concern is related 
directly to the conference theme.

The presenter partnered with a teacher educator over the 
course of a single semester in order to receive feedback on his 
instruction. As is commonplace with large college classes, the 
presenter was frustrated by the apparent lack of motivation 
among a sizable minority of his students. He was also concerned 
about his lack of understanding of the needs of his classes, 
because the majority of students were not providing feedback 
on his instruction, even when prompted. Teacher educators 
possess a wealth of knowledge about teaching strategies and 
their application to diverse populations. Taking a step back 
from the daily work of teaching dance and collaborating with 
this type of professional can provide valuable assessment 
feedback on class organization and engagement, and can assist 
dance instructors in identifying, planning, implementing, and 
assessing the impact of interventions to address issues.

This in-practice proposal will also identify the most versatile 
low-intensity, high-impact teaching strategies the presenter 
gained from the partnership, and describe how to implement 
these strategies in any large dance class. These strategies 
include: (1) increasing engagement of diverse learners through 
the technique “verbal prompt, physical prompt, proximity;” (2) 
positioning students and instructor(s) in the room in a purposive 
way; (3) providing various visual aids to enhance learning; 
and (4) increasing the consistency of instructor feedback by 
scanning for understanding, identifying glitches, requesting 
and receiving feedback on instruction from all students, and 
responding to that feedback in a way that supports all learners.

Increasing Student Visibility through Rituals and 
Relationships in Kathak Dance

Betsy Maloney Leaf

This paper examines how rituals embedded in a kathak dance 
class helped Asian American youth and their teacher form 
pedagogical relationships as part of the program experience. 
The research draws from ethnographic data collected at a 
community-based organization and is driven by the following 
research question: How do pedagogical relationships give 
youth dance students visibility in a classical Indian dance 
class? Student interviews and observational data suggest youth 
participating in the dance class felt seen, heard, and valued 
by the teacher, which deepened their connection to both the 
instructor and the class content. The instructor’s pedagogical 
choices situated ritual as a link to both historical traditions and 
participants’ contemporary daily lives. The results indicate 
ethnic practices, customs and rituals embedded in class can 
give youth crucial visibility by staff, which counters social 
narratives situating Asian American youth as invisible. 
Analyzing how adolescent dance students stay “visible” adds 
to the literature on dance education, kathak dance, and youth 
identity. Moreover, it benefits the field by examining a context 
that isn’t often considered: dance programming in community-
based organizations working with immigrant families.

As part of an ethnographic study, data was collected during 
a program cycle of a youth dance program within an Asian 
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American community-based organization in an urban center 
of the Midwestern United States. Youth participants ranged 
in age from 13-18. The research considered how pedagogical 
relationships between students and teachers can challenge 
narratives marginalizing Asian American youth. It relates 
to two NDEO 2017 conference subthemes by addressing 
“increased access to dance for marginalized communities” and 
working to “improve dance education” across contexts. The 
research results present a new perspective on the importance 
of pedagogical relationships between students and teachers to 
heighten student visibility and counteract harmful narratives 
impacting minoritized youth. This proposal identifies the 
methodology (ethnography) and the data set (observations 
and interviews with youth participants in a community-
based dance organization), the research question (How do 
pedagogical relationships give youth dance students visibility 
in a classical Indian dance class?) and addresses an issue 
central to contemporary dance education (increasing access 
and visibility amongst marginalized youth in dance).

Inner and Outer Space: Somatic Improvisation

Tina Kambour (MA, CMA, SMTT)

This movement class will provide an experience that cultivates 
creativity, imagination and exploration. Through improvisation, 
this class offers a somewhat different perspective from the 
more traditional improvisation class, by utilizing the principles 
of BodyMind Dancing (BMD), developed by Dr. Martha Eddy, 
Founder of Dynamic Embodiment™. BMD integrates skilled 
touch and movement principles from Body-Mind Centering®, 
approaches from Laban Movement Analysis and Bartenieff 
Fundamentals. A BMD class offers a strong yet pliable 
foundation for one’s movement experience. 

The benefits of this practice to the field of dance include 
a more developed sense of self, an opportunity for inner-
connectivity and a platform in which dance technique does not 
have to be the primary focus. Whether participants approach 
the class from a desire to focus on technical acuity or from 
the desire to have freedom to improvise, the class offers a 
structure in which self-awareness and a sense of community 
are both possible. The class provides a safe environment in 
which participants are encouraged to explore their own unique 
process. Although each individual may bring a personal, 
individualized focus, the nature of the class is such that a sense 
of unity and cohesion is formed even though participants may 
differ in age, background, culture and experience. 

Because of how the class develops, allowing for each 
participant to go in his/her own direction, it directly relates 
to the conference theme: Equity and Access for All; there is 
structure to the class, but no set agenda or expected outcome. 
All levels of experience are welcome to participate. The 
class begins after the instructor asks participants if they 
have a particular personal focus they would like to explore. 
Comments may range from the desire to focus on a specific 
body part to a suggestion to include a particular movement 
quality. The instructor continues to take non-verbal cues from 
participants and the class progresses in a way that is not forced, 
while providing a flexible structure that allows for personal 
investigation. By integrating breath and inner connectivity, 

participants are invited to experience full-bodied outward 
expressivity in any way that is meaningful to them.

Inspirational Lessons the Children of PS 37 Taught Me on 
the True Meaning of Dance Education for All

Kaysie Brown

This anecdotal presentation will tell the story of how one novice 
teaching artist’s mind was opened to a deeper understanding of 
what the phrase “dance education for all” truly means, resulting 
in a journey towards a dance educator’s desire today to ensure 
an all-inclusive dance education in the Texas hill country and 
beyond. 

This journey began in 2003 in New York, NY at a school for 
students with diverse developmental delays, both physically 
and cognitively. I accepted the assignment, despite my concern 
that I was perhaps not the best qualified individual for this 
position. After that first day, I was less convinced that I was 
the right person for the job, but due to the overwhelming 
support and encouragement of the faculty and staff, along with 
the welcoming atmosphere of the school, I fought past my 
discouragement and on into the most rewarding experiences 
of my life as a dance educator. In addition to the two-year 
relationship that developed with this school, opportunities 
across the nation ensued throughout the years, working, 
teaching, as well as learning from this population.

From an awkward start of teaching children with physical 
and cognitive developmental delays to inquiries from families 
searching for dance opportunities for their loved ones with 
different physical, cognitive, and social-emotional abilities, 
this journey has led to the discovery that there is a major need 
but an unfortunate lack of dance education availability for 
all, especially locally. This presentation will conclude with 
an outline for the development of a local dance program for 
learners with varying disabilities. This program will include a 
collaboration with the community and local school district, the 
recruitment of dance educators who are experts in this field, 
and will be integrated with the development of a course at my 
university that will prepare future dance educators by providing 
them with hands on experience and the skills to continue this 
work not only locally but nationally as well.

Integrated Antagonistic Action: Upper and Lower Interplay 
of Engagements and Resets

Luc Vanier (MFA, M.AMSAT), Elizabeth Johnson (MFA, 
GL-CMA, M.AMSAT)

In dance, it is useful to be able to see the balance between 
the upper spine (head and neck) and lower spine (lumbar and 
pelvis) as well as how interlinked the two are in movement. 
Developmental movement easily allows us to see when an 
interference to one creates a difficulty with the other. In dance 
training, it is common to treat the two areas as somewhat 
independent from each other; often the upper and lower body 
are taught as separately controlled entities. In our Alexander 
Technique and Dart influenced pedagogy, we investigate 
the interplay of the double spiral musculature of the body as 
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expressed in “primary” and “secondary” engagements and 
“resets” throughout the whole body. Through that lens it 
becomes apparent that faulty opposition between lower and 
upper parts of the body can lead to imbalanced activity.

The workshop will name and define what we understand 
as the four “main” activities and help everyone understand 
how to apply the concepts; we will observe how we interfere 
with the normal interchange of engagements and resets during 
any type of dancing. This framework is the outcome of 15 
years of research and publication and has allowed all types of 
movers (from wheelchair athletes to performers on the autism 
spectrum) to make better movement decisions over the years. 
The early research can be found in the Vanier/Nettl-Fiol book 
Dance and the Alexander Technique: Exploring the Missing 
Link published by the University of Illinois Press. These 
concepts can help a teacher decide what to teach for a certain 
population and can also help students make appropriate choices 
about their own training at the college level. We aim to present 
our latest discoveries in the hope that it will help others better 
articulate what they already instinctively understand about 
movement, rhythm and expression.

Integrating Curriculum for Diverse Learners

Anne Green Gilbert, Anna Mansbridge

In 1977, I wrote a book titled Teaching The Three Rs Through 
Movement Experiences. It contains hundreds of ideas for 
teaching classroom curriculum through movement. I wanted 
to share with other teachers the activities I formulated and 
explored in my first years of teaching. I felt intuitively at the 
time that movement was the key to learning. In the early 70s, I 
witnessed the behavior of my third grade students improve as 
well as their standardized test scores. Forty years later, we have 
even more need for dance in the classroom and language arts 
and social skills in the dance studio. School teachers are faced 
with more tests, more technology, more neurodiverse students 
and less opportunities for movement and play. We have STEM 
when we should have STEAM. Studio Dance teachers are also 
faced with greater diversity among their students. They need 
to go beyond teaching technique to address social, gender, and 
learning issues. My intuition in the 70s has now been backed 
up by current brain research but not enough has changed in 
how we train teachers and teach students.

In this workshop, Anne Green Gilbert and Anna Mansbridge 
will present engaging ways to use dance as a tool to teach 
social skills, language arts, math, and science. Integrated 
curriculum is a necessity in today’s world of diverse learners. 
These activities will increase critical thinking, collaboration, 
and creativity in your classroom and studio. Integrating other 
subjects into your teaching will broaden your skills and make 
you a more marketable teacher. Come prepared to move, have 
fun, and be empowered to teach across the curriculum!

Integrating Multiple Communities: An International 
Dance and Disability Initiative

Merry Morris, Deborah McCarthy

This presentation will describe a unique collaboration involving 

a large scale dance and disability event which was successfully 
implemented in 2015, and was re-launched and expanded in 
2016, with the plan for biennial continuation. The success 
of the event was largely due to the types of key partnerships 
and strategic planning which enabled diverse communities to 
be reached and diverse funding sources to be utilized. This 
initiative can be used as a model for other dance educators in 
considering how to effectively implement large projects with 
greater and more widespread impact values. It also serves 
as a model for how to heighten attention to marginalized 
populations in dance, such as dancers with disabilities, and 
how to create integrative platforms. 

This project emerged from several questions, stemming 
from a basic acknowledgement of the minimal presence 
and awareness of dancers with disabilities in mainstream 
professional and pre-professional dance and training venues. 
A primary guiding question I sought in the development 
of the project was: How can greater visibility of dancers 
with disabilities be promoted in University and community 
venues for both dance and non-dance populations? Other 
related questions included: How can professional dancers 
with disabilities be given opportunities to showcase their 
work and network with others in the field, nationally and 
internationally? How might diverse dance genres and diverse 
cultures be represented within the showcasing of this work? 
How might students be placed in intersection with these artists 
in an integrated fashion which not only raises their awareness 
of disability, but expands their notions of dance and their own 
movement skills? How does this initiative become sustainable 
and what is the long-term evolution or outgrowth?

This dance education in-practice initiative is a prototype 
of what emerged when I sought to answer these questions. 
The event was comprised of inclusive dance workshops 
in University and community venues, performances, 
choreographic collaboration, research, and professional 
development/networking opportunities. From year one to year 
two, the number of guest artists doubled (16) and the event 
was broadened to three cities. It was particularly significant in 
the multiple aspects of diversity it promoted (culture, dance 
genre, and disability type) and the populations reached. In 
the presentation, participants will learn how the seeds of the 
project began, what key partnerships were involved, what 
types of guest artists were selected and why, how the program 
was structured in order to address the overarching goals, and 
how success was measured or assessed.
Integrating Social Emotional Learning into a Dance 
Curriculum

Janet Rothwell (MA), Melinda Criglar (MA), Angela 
Dauphin (MA), Tiffany Van Cleaf (MFA)

This proposal will provide a scaffolded framework for 
integrating Social Emotional Learning (SEL) into a dance 
curriculum. We will demonstrate how we use the theoretical 
construct of SEL in practical application strategies to create 
a culture of respectful learning by developing targets, 
interventions, and assessment tools. We will share how our 
curriculum offers students opportunities to develop social 
and emotional skills such as responsible decision making, 
interpersonal and intrapersonal strategies, and self-awareness. 

While evidence based SEL programs are already in place 
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within many elementary and middle schools, in high schools 
there is still a great need for the development of effective 
SEL integration strategies. The three goals for SEL are: 1) 
Develop self-awareness and self-management skills to obtain 
success both inside and outside of the classroom. 2) Create 
and maintain positive relationships by using social-awareness 
and interpersonal skills. 3) Demonstrate responsible decision-
making skills and behaviors inside and outside of the classroom.

Social-emotional experiences are implicitly inherent within 
the dance classroom and teaching through the lens of SEL has 
allowed us to explicitly instruct our students accordingly. We 
will highlight our use of the Liz Lerman Critical Response 
Process to instruct effective peer to peer feedback and share 
our SEL based rubrics with success criteria. There will be a 
display of student testimony and their accounts for how they 
have grown as dancers and students through the focus of SEL. 
We will discuss results of using SEL explicitly in assessment 
within our classes such as positive sense of self, healthy 
relationship building, strong communication abilities, and 
greater self confidence.

We will share our vision for advancing dance education 
in our schools specifically through developing SEL skills. We 
will discuss class structure, success outcomes, and methods 
used to enhance social skills through movement. This lecture 
presentation will allow you to experience differentiated 
instruction and demonstration that is appropriate for teens with 
all levels of ability. Some ongoing questions we continue to 
work through are: How do our dancers advance as artists and 
young adults through the explicit use of SEL skills? How can 
we challenge creativity and performance with this group of 
students through the use of SEL targets? What other methods 
can we use to merge our dance curriculum with SEL standards?

Integrating Vestibular Stabilization Exercises Into all 
Forms of Dance in a Technique Class Setting

Jennifer Cafarella, Belinda DePasquale

We seek to develop a mindful and healthier dance practice for 
young children and guide them toward building strong ballet 
technique without unnecessary stress and tension. Our research 
consists of studying various tension release cueing and imagery 
practices through observation, readings and practicum. The 
main focus is to study how to help young students maintain 
their free and natural movement qualities while learning a 
classical ballet curriculum. We made significant discoveries 
that allowed me to delve deeper into the initiation and follow 
through of movements. We cannot expect students to dance 
“naturally.” Movement patterns are muscularly driven and 
not internally initiated. Focus on the space and energy around 
them is ignored and the students are not exhibiting an internal 
connection with their body. We researched and developed a 
syllabus that integrates somatic work with the focus on tension 
free dancing within the scope of classical ballet training. Our 
integration of Vestibular Stabilization Exercises in our ballet 
curriculum created helps young students maintain their free 
and natural movement qualities while learning a classical ballet 
curriculum. We look to expand on our research of strengthening 
the often neglected vestibular system to enhance and optimize 
performance and technique. The design of the exercises 

benefits all ages, body shapes and abilities as it centers the 
nervous system, strengthens the inner ear balance and creates a 
sense of mindfullness in the studio. We would like to conduct 
a movement session to educate others on our progress and help 
educators infuse these exercises into their classroom work as 
well regardless of what form of dance they teach.

Interdisciplinary Innovations

Cathie Kasch, Laurel Zahrobsky

Interdisciplinary Innovations will put tools in the hands of 
dance educators who want to collaborate with others in their 
school or local community. Have you been approached by an 
administrator, teacher or community organization who wants 
to incorporate dance into their learning environment? Have 
you approached reluctant colleagues about introducing dance 
to their “non-dancing” students or populations to enhance 
learning? If so, you have probably found some discouraging 
obstacles. 

We have years of a proven track record in collaborating 
with other core subjects like science, history and English to 
create innovative interdisciplinary projects. We will share 
several video examples of student choreography that deepened 
learning in other disciplines but the bulk of our time will 
focus on collaborative problem solving. Our goal is to model 
a process that equips dance educators to confidently fill 
the demand that is increasing in marketplace. Our process 
models the 4 Cs, Creativity, Communication, Collaboration, 
and Critical Thinking. Participants will work in small groups 
to create solutions that deepen interdisciplinary learning and 
build confidence through dance. Come prepared to share your 
successes and failures as we explore new ways to integrate 
dance in unexpected ways and places.

Interdisciplinary Teaching Model: Dance and Special 
Education

Pamela Geber Handman, Kristen Paul

In this session, co-presenters, both university instructors, will 
share details of a newly developed interdisciplinary, university 
teaching methods course that brings together dance and special 
education students in collaboration. Presenters talk about the 
course goals and structure, and the ways in which they guide two 
distinct groups of university students to collectively develop 
effective and individualized creative movement instruction 
for students with disabilities. They share how the university 
students work in teaching teams to systematically exchange 
knowledge in order to plan for teaching practicums at various 
sites off campus, providing levels of support, accommodations 
and adaptations needed for all children to access and participate 
in creative movement activities. Presenters will also discuss 
how the regular classroom teachers (pre-service and in-service) 
report that they’ve begun using creative movement after a 
university teaching team has provided sessions and coaching. 
Classroom teachers are provided experience embedding 
movement activities across their regular routines and discover 
ways in which they can address students’ IEP (Individualized 
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Education Plan) goals through movement.
Creative movement has been used widely as a tool 

for engaging children preK-12 and enriching their lives. 
Beyond teaching dance-specific skills or providing a larger 
dance-specific education, teachers also integrate dance with 
different aspects of the curriculum, helping students gain 
skills and knowledge through movement. In the co-presenters’ 
experience, it has been less prevalent that creative movement 
opportunities of any sort are regularly available in special 
education classrooms. Even if a school embraces and includes 
dance education, the special education students, still separated 
in most instances, aren’t included. Presenters share a university 
teaching model that extends the reach of dance to more children 
with special needs in our community. Presenters advocate for 
“buddy dance classes” in which children with special needs 
are partnered with students outside their class. Through this 
collaborative teaching model, dance educators gain knowledge 
working with multiple and differing abilities, adapting lessons 
to ensure access and participation.

In essence, the focus of the university level teaching 
methods course is on building community and sharing expertise 
from different vantage points. As the title of the upcoming 
NDEO conference is “Cultivating Equity and Access: Dance 
Education for All,” our topic fits.

An arts practice can remake one’s identity and transform 
preconceptions by re-envisioning the familiar. Students with 
disabilities have a right and an insight that should allow them 
to re-map, re-create and e-write the world in which they live.

The Isadora Duncan Archive: Online Access to an Historic 
Dance Legacy and Repertory

Meg Brooker, Alice Bloch, Janaea Lyn McAlee, Andrea 
Mantell Seidel

The Isadora Duncan Archive is an online resource offering an 
unique level of access to the extant repertory and historical 
materials of Isadora Duncan (1877-1927) and subsequent 
generations of Duncan dancers. Known for her fierce advocacy 
of dance as a form of creative expression accessible by all, 
Duncan left a legacy of nearly 100 choreographies. Despite 
this concrete contribution to dance as an art form, anecdotes 
documenting her charismatic personality and her personal 
tragedies have overshadowed her choreographic legacy. Access 
to direct documentation of Duncan’s work has been limited. 
Historical analysis of Isadora Duncan’s contributions as a 
dance artist has relied heavily on her writings and speeches, 
as well as audience response to her work. There has been 
little opportunity for dancers and students to directly access, 
experience, and study Duncan’s original works or to easily 
access personal and public archival collections and reference 
materials for their own research.

The Isadora Duncan Archive advances the vision of 
collaboratively sharing information while moving towards a 
more open view of access to a living, interactive dance history. 
Panelists include direct lineage Duncan dancers and archive 
committee members with decades of experience working in 
K-12, higher education, and in private sector dance education 
settings. The panel will discuss how materials have been 
gathered, how to navigate the archive, detail examples of 

how the archive is currently being used, and will facilitate a 
discussion about potential applications of the archive in a range 
of dance education contexts.

The archive features a full repertory list, coaching 
notes, music clips, repertory videos, photographs, articles, 
performance programs, and other media drawn from privately-
held archives, as well as linked to collections housed in 
museums and by public organizations. Rather than presenting 
singular, “authentic” versions of the dances, the site is 
organized to encourage multiple variations and perspectives 
on this collectively inherited body of work. Easily accessible, 
students, scholars, and dancers are provided with primary 
sources on the technique, choreography, philosophy and history 
of Isadora Duncan and the work of subsequent generations 
of Duncan practitioners. The Isadora Duncan Archive was 
launched in 2015 and is the result of a collaborative committee 
effort to collate, catalogue and publicly share a range of historic 
Duncan materials. The goal is to increase visibility of Duncan’s 
choreographic body of work, to document the various lineages 
of Duncan dancers, and to demonstrate how the choreographies 
translate to a range of bodies, across multiple generations.

Jazz Dance Advocacy -- Advocacy for ALL: Jazz Dance 
Class & Choreography to Address Today’s World

Barbara Angeline

Jazz Dance is a powerful art form. Jazz Dance elucidates 
American history and expresses the enduring ephebism of 
African-American dance and music. This workshop seeks 
to provoke ideas about jazz dance as an inherently Civil 
Movement. Discussions and presentations at NDEO’s 2016 
“Jazz Dance: Roots and Branches in Practice” Conference 
charged participants with forwarding jazz dance as a tool 
for advocating and a means of educating dancers about an 
essential, inclusive American history. The 2016 Presidential 
election results emplace an even more imminent need for this 
type of action. The marginalization of jazz dance, especially in 
higher education, closely parallels current issues surrounding 
the rights and value of “minority” American culture. Jazz 
dance class and choreography provide opportunities to 
acknowledge and celebrate the incredible, meaningful and 
powerful contributions of African-Americans.

Participants will explore class activities and choreographic 
devices that place dancers at the center of activism, guiding 
them through the praxis of communicating personal voice 
in both verbal and physical expressions. Activities explored 
will include (a) Video Viewings: Using impactful videos to 
center students as members of civil rights communities; (b) 
Community Discussions & Writing: Moving from issues in 
jazz dance history to current issues and creating an inclusive, 
safe space for all perspectives; (c) Movement Explorations: 
Using vernacular and theatrical jazz dance to create embodied 
connections to historical issues and current, continuing 
concerns; (c) Choreographic Connections: Crafting dancer 
agency in dance works while maintaining high expectations 
for jazz dance choreography. Activism as a performance skill 
will be incorporated.

Dance education for all requires a shift in thinking about 
the value of jazz dance in America. Connecting history and its 
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pervasive civil rights issues to jazz dance enables discussion 
and expression of continuing, passionate and sometimes 
divisive issues. Empowering our dancers to advocate and 
express with jazz dance ensures that the civil rights movement 
will progress forward, with dance leading the march.

Jazz Dance as a Mechanism for Engagement in a Liberal 
Arts Core

Lindsay Guarino

This presentation will share the process of teaching a freshman 
seminar titled “Jazz Dance in American Pop Culture,” which 
began as a pilot course for the newly revamped Core Curriculum 
at Salve Regina University. In the new Core, University 
professors are asked to teach a topic within their discipline 
that merges their expertise with their passion. Instructors are 
charged with the common goal of cultivating traditional skills 
for academic success in first-semester students while making 
the students genuinely excited about learning. By placing this 
particular course in the first year experience and within the 
University’s Core, the course became available to students who 
have little or no previous dance experience. While teaching the 
course it became evident that many of the social characteristics 
present in jazz dance – personal expression, individual 
creativity, collaboration – were the exact things that caused 
students to achieve the University-wide common goals for first 
semester freshmen. In particular, the studio component led to 
students feeling engaged in their academic pursuits, excited 
by the sense of community established with their peers, and 
transformed as individuals.

“Jazz Dance in American Pop Culture” is organized 
into three units: Understanding Jazz, Experiencing Jazz, 
and Analyzing Jazz. Through frequent reading and writing 
assignments supplemented by a 4-week unit in the dance 
studio, students identify and explore the social and kinetic 
aspects of jazz dance in various historical and current moments 
throughout American pop culture. The presenter of this session 
will share how this topic and syllabus can be implemented and 
of value within a dance program or a liberal arts core and can 
benefit students from a range of backgrounds and previous 
dance experiences.

Those who attend this presentation will view an example of 
the course’s culminating assignment, where students worked in 
groups to create original music videos utilizing current popular 
music combined with the vernacular dance steps they explored 
in their studio classes. This particular experience in addition to 
other jazz-centered course elements led students to feel more at 
home in their bodies, confident in their academic pursuits, and 
a part of the campus community.

Jazz Dance as Community Development

Erinn Liebhard

Jazz Dance as Community Development is an in-practice 
movement workshop providing educators tools for using 
tenants of jazz dance to build community within a dance 
classroom. The workshop speaks directly to conference 

themes, built around how expression of individuals within a 
group can provide accessible, inclusive and equitable artistic 
experiences. Particular focus is given to how development of 
self and community happens simultaneously and successfully 
when applying a jazz lens to improvisation, providing a fresh 
perspective on how jazz dance can benefit today’s students.

The tools offered in this workshop are based off jazz 
music and dance tradition’s histories of soloists exploring 
a shared theme with a partner or group, providing personal 
embellishment to common rhythmic and melodic ground 
as they experience the moment with their fellow artists and 
audiences. Jazz musicians put their own twists on the melody 
of a tune. Swing dancers use shared sets of movement as 
bases for creating improvisational responses to groove-driven, 
rhythmically complicated music. This workshop will offer 
ideas for welcoming such lively jazz performance traditions 
into dance classrooms.

Participants will move through a series of improvisation 
prompts, paired with suggestions for incorporating them into 
warm-up, center and across the floor exercises and aimed 
toward building a supportive and energetic classroom dynamic. 
Using social interaction in a circle and with partners as primary 
tools, prompts will address topics including exploration of 
personal groove, subdividing and syncopating footwork, 
applying highly-juxtaposed dynamics and borrowing material 
from others or movement phrases. The content serves to 
highlight the Africanist base elements of the jazz aesthetic, and 
the approach serves to encourage students to thrive within their 
own abilities, developing their interests while relating to one 
another.

In this, students physically experience the simultaneity 
of difference and similarity, fostering their understanding 
of applied inclusivity. This workshop benefits both dance 
education and the field of dance at large by providing a fresh 
perspective on jazz movement aesthetics that links classrooms 
to accessible performance traditions encouraging equality-
building expression of the self within the community.

Joining Forces: A Gender-Neutral Teaching Methodology 
for Dance Partnering

Gabriel Williams (MFA)

Dance partnering is a cause of anxiety, self-consciousness, 
and injury for many dancers—in part due to poor access to 
partnering education. This presentation looks closely at this 
noteworthy issue in concert dance and offers creative solutions. 
In circumstances where partnering training is available, it is 
often hampered by the usual ratio of male to female dancers, 
and its common adherence to strict gender roles. This traditional 
practice has become obsolete in a field whose choreographers 
require dancers to support or be supported regardless of 
gender. My development and dissemination of a gender-neutral 
approach to dance partnering education informed by such 
varied influences as contact improvisation, classical pas de 
deux, partnered social dance, aikido, contemporary partnering 
technique, Nonviolent Communication, somatics, and strength 
training offers a powerful alternative to traditional pas de deux 
training. This method focuses on sensitivity, creative problem 

80



solving, and a physical understanding of the principles behind 
seamless partnering, as opposed to rote memorization and 
reproduction of traditional lifts, turns, and tricks. By scaling 
material, this kind of training is appropriate for a more inclusive 
population: children to adult beginners to elite professionals, 
solidifying a foundation of skills and level of comfort with 
physical interaction that allows dancers to partner with greater 
ease, confidence, safety, and joy.

Though pioneers like Montreal-based Sylvain LaFortune 
have done excellent work in partnering research, access to 
balanced partnering training remains a wish for many dancers, 
even at major universities. My work builds on prior research, 
and expands the scope by drawing from the aforementioned 
practices as well as ethnographic research conducted with 
professional dancers, choreographers, artistic directors, and 
over twenty years of personal experience. I used these sources 
to build a system of partnering education intended to satisfy 
the needs of dancers regardless of gender. I tested the first 
iteration of this gender-neutral partnering course by teaching it 
to university dance majors and non-majors with a varied range 
of prior experiences.

I will present an overview of the methodology I developed 
along with specific skills and exercises that can be explored 
in the studio. I will also share the ethnographic research 
I conducted that informed the development of this work. 
Audience members will be encouraged to think holistically 
about concert dance partnering training, and to shift their 
conception more toward a model that embraces all dancers and 
offers training useful for all choreographic voices.

Keeping Together in Time: Muscular and Emotional 
Bonding through Military Drill

Colin Slade, Angie Maldonado

This movement session is unabashedly based on the late 
William McNeill’s classic Keeping Together In Time: Dance 
and Drill in Human History. Without a doubt, today’s dancers 
feel a strong connection—what McNeill terms as “muscular 
bonding”—when they perform with others. This is especially 
true in the context of synchronized performance where the 
individual is absorbed into the group, which moves in unison 
as a single unit. Such movement can be incredibly powerful, 
not only for the dancers, but also for the audience. 

Nevertheless, it is important to consider the other half of 
McNeill’s tome, military drill. In fact, military drill should be 
incorporated into dance education for a number of reasons: (1) 
Military drill fits neatly into the definition of dance, namely “a 
transient art of expression, performed in a given form and style 
by the human body moving in space . . . through purposefully 
selected and controlled rhythmic movements”. (2) Based on 
this definition, military drill is arguably an American war 
dance and cultural dance form. (3) The movement system 
by default teaches the importance of aesthetics, spatial and 
temporal relationships, communication, and trust. (4) Military 
drill may serve as an entry point to other forms of dance for 
individuals and families who might otherwise not have access 
to or consider participating in dance.

Therefore, this session aims to expose dance educators 

and performers to military drill and discuss its application 
within dance. Participants will learn basic static movements 
and marching from Capt Colin Slade (PhD, Ethnochoreology 
candidate), Capt Angie Maldonado (a former Basic Military 
Training Flight Commander), and one of her drill sergeants 
from Joint Base San Antonio.

Kolb Preferred Learning Styles of 272 Dancers, Notation 
Users, and Those Who Love Math and Science

Teresa Heiland

This statistical study using the Kolb Learning Styles Inventory 
4.0 of 272 dancers ages 18-96, was intended to identify the 
dominant Learning Cycles, Learning Styles, and levels of 
Learning Style Flexibility of the overall group of dancers, and 
subgroups within (dancers who use motif notation, structured 
notation, or not), to explore the associations between learning 
approaches that are most comfortable for dancers, as well 
learning styles that would push them outside their comfort 
zones. By comparing and contrasting these results to the results 
of participants from outside the discipline of dance, the research 
reveals implications that dance educators could be serving a 
certain group of learning styles well, but ignoring the preferred 
learning styles of students with a mindset for science, math, 
computer science, engineering, law, and business. The results 
provide insight into the value of shifting approaches to teaching 
by using motif notation or structured dance notation, which 
more closely match the learning styles of those disciplines.

Motif notation pushes students into learning styles that 
may not be introduced in most dance classes, while structured 
notation extends even further. Dancers who use motif notation 
had higher Learning Flexibility scores than other dancers. This 
distinction represents learners’ abilities to switch to a “back 
up” learning style, when the dominant learning style seems not 
to fulfill every learning task. The results of this study point to 
two considerations for the dance classroom. Engaging in motif 
notation may be an ideal tool to stimulate flexibility for lifelong 
learning. In K-12 general dance classes and in non-major 
dance classes in higher education, students with predilection 
for learning in disciplines of science, math, computer science, 
engineering, law, and business may find more of a comfort 
zone entering into dance classes when motif notation is used 
to engage learning.

In this presentation, I will present tables and figures 
that reveal the outcomes of the statistical findings. In prior 
presentations, I have hypothesized about the learning styles 
of dancers from very small studies of about 8-10 dancers. 
This study is statistically significant with 272 international 
participants. My proposal most relates to the conference theme 
based on the topic of “How do we make dance education 
inclusive of learners with different cognitive abilities?” My 
presentation consists of a four-year, structured, statistical 
study with the usual categories of “Need, Literature Review, 
Method, Results, Discussion, Conclusion, Delimitations, and 
Recommendations.
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Labanotation - The Dancing Symbols

Susan Pope, Steven Concepcion

Labanotation is a form of literacy for dance. It is a way for 
dance to be recorded, shared and performed. During this 
movement workshop participants will explore ways to 
introduce choreography and dance history to young students 
as well as immerse them in the world of notation. Students 
will benefit from this lesson as it promotes dance literacy and 
integrates academics into the dance curriculum. The infusion 
of dance history is invaluable to the development of young 
dancers as aspiring dancers, choreographers or just lovers of 
dance.

Students will engage in multiple explorative activities in 
which they will generate movements on low, middle and high 
levels that represent the Labanotation symbols. Young dancers 
will then work in pairs, collaborating with each other through 
exercises in which they will continue to work on embodying 
the Labanotation symbols. Each partner will challenge the 
other by creating a dance score that the other dancer will 
perform in its accurate sequence. Although Labanotation is not 
new, the concept of how Rudolf Von Laban shared his score 
is new to most young dancers. In this lesson, young dancers 
will experience sharing their dance scores with their peers by 
mailing them in a toy mailbox, similar to how Laban mailed his 
scores to dancers all over the world. This concept brings about 
a sense of community and fosters positive peer relationships 
in the classroom. As students collaborate on dance scores, 
they will build critical thinking skills that promote career 
readiness. The culminating activity will consist of the entire 
class performing a dance using the teacher’s own written dance 
score.

This lesson is accessible for all students regardless of 
reading level, IEP’s or 504 plans. As we seek to meet the 
needs of every child, this lesson lends itself to the kinesthetic, 
auditory and visual learner. This lesson can even be adapted 
for students who are hearing impaired or who are on the autism 
spectrum. As students go from reading and recognizing basic 
literacy, they will naturally advance to creating dance scores 
that can both be interpreted and performed. After participating 
in this mock Labanotation lesson, the presenters will ask 
attendees to describe their experience, to provide the group 
with further modifications or adaptations for the lesson, as well 
as ask questions regarding the teaching strategies used within 
the lesson.

Laying New Ground: Uprooting White Privilege and 
Planting Seeds of Equity and Inclusivity

Crystal U. Davis

“Laying New Ground: Uprooting White Privilege and Planting 
Seeds of Equity and Inclusivity,” will define aspects of White 
privilege from a critical race theory lens and present practical 
examples of how to upend its effects on dance education. This 
paper will reference a summary of the chapter, “Tendus and 
Tenancy: Black Dancers and the White Landscape of Dance 
Education” from an upcoming book, The Palgrave Handbook 
on Race and the Arts, to describe how White privilege maintains 

barriers to access and equity in the of field dance education. 
In addition, the paper will provide two case studies, one from 
a K-12 environment, and another from a higher education 
environment, that offer a vision of what solutions look like in 
practice.

This paper will benefit dance education by naming issues 
and practices that prevent access and equity in our dance 
education institutions. Then the paper will frame those issues 
in the metaphor of landowner and tenant to better illustrate the 
inner workings of a complex system of exclusion and privilege. 
To further illuminate what access and equity can look like, the 
paper will describe two scenarios, one from a middle school 
curriculum and another from an inclusively structured higher 
education dance program. Research and practical application 
will describe how exclusion and privilege operate and provide 
alternatives that address the stated issues.

The lens of critical race theory coupled with the metaphorical 
construct of landowner and tenant provide a new frame for 
understanding structural problems of access and equity in dance 
education. New practices of how to teach inclusively, even 
within mixed level dance classes that engage K-12 students 
in social justice concepts, is a site of innovation presented in 
this paper. Finally, a new look at how higher education dance 
programs can not only be inclusive and equitable in whom they 
accept but also how to instill commitments to access and equity 
in their students will be explored in this paper. Old questions of 
what we value in dance education curricula and how we know 
as assessors that students have succeeded in understanding 
dance as an artform will be examined in a new way both 
theoretically and practically.

Learning Trust and Hope: What My First Graders Have 
Taught Me

Ann Law

Defining equity and access in arts integrative education has 
been a constant learning experience. Since 2015, Full Circle 
TAP (Teaching Artists Program) has been engaged in teaching 
the arts to first graders in specific Chattanooga, Tennessee 
public schools. These academically-challenged and socio-
economically disadvantaged students in three Title I elementary 
schools are engaged in a student-centered, inquiry-based 
partnership and collaboration through arts education, many for 
the first time in their lives. Two schools rank among the state’s 
lowest 5% in academics. Through these experiences, Full 
Circle TAP has learned the importance of incorporating these 
students’ culture into the classroom, giving value and respect 
to their experiences and stories. Teaching in reality means 
that there is no place for preconceived ideas and negative 
judgment. To establish a safe place where being honest matters, 
Full Circle had to step outside of the classroom and into the 
neighborhood. Learning through and with these students’ 
experiences has changed the whole teaching narrative. What 
it took was becoming an active learner of these students’ lives 
by incorporating their culture into the classroom and bringing 
authenticity back into the creative process. Through the arts, 
these students’ voices are knocking down barriers, and moving 
into the community.

82



Limitless, Accessible, and Inclusive: A Laban-based, 
Universal Design Approach for Dance Education

Marissa Nesbit (PhD, MFA), Mila Parrish (PhD, MA, 
CMA)

Many dance education settings strive for creativity and 
inclusivity, yet the context of the dance class--with fast-
paced instructions, open-ended prompts, flexible personal and 
spatial boundaries, and challenging physical skills—can be 
overwhelming and inaccessible to many learners. Becoming 
aware of a student’s needs, a teacher may modify a particular 
aspect of instruction to increase access for that student. Such 
a solution—however effective for that learner—is limited, 
offering a reactive remedy that may only be of real benefit to 
one individual. A better approach would be a careful, proactive 
reconsideration of instructional practices to ensure they are 
accessible and optimal for all learners with and without 
disabilities.

Such an expansive vision of dance curriculum and 
instruction is challenging, particularly for preservice dance 
educators who must negotiate multiple demands as they 
learn to plan, deliver, and assess rich, meaningful dance 
content, understand and work within the culture of their 
internship sites, and document their work through increasingly 
burdensome educator portfolio assessments. To meet these 
challenges, dance educators benefit from experience with 
clear organizing frameworks for understanding both dance 
content and curricular practices. We have found that sharing 
Laban-based frameworks--the Language of Dance (LOD) and 
Laban Movement Analysis (LMA)--combined with Universal 
Design for Learning (UDL) provides dance teachers with clear 
structures for thinking about what to teach and how to teach it 
in ways that make dance accessible to all learners.

Universal Design for Learning (UDL) is a framework 
for purposefully designing and implementing instruction to 
reach all learners through multiple means of representation, 
options for action and expression, and opportunities for 
engagement. Although Laban-based frameworks have long 
been used to create rich, multidimensional dance curricula, 
the explicit connection to UDL has yet to be fully mined. 
Deploying these frameworks in concert with one another gives 
educators a scaffold for making dance concepts accessible 
while communicating to other educators, administrators, 
and evaluators how their practices are informed by current 
educational research.

Participants will be introduced to UDL principles through a 
range of movement activities drawn from our work with K-12 
and university students, including: Symbolic Representation-
-supporting inclusive movement awareness by working 
with dance notation; Creative Play-- exploring through 
improvisational play; Supportive Evaluation--developing 
skillful observation using peer feedback; and Limitless 
Community--fostering collaboration and communication. 
Finally, a reflective discussion will provide an overview of the 
pedagogical practice and share insights into the development 
of these teaching strategies.

Major Developments: Accessing Tennessee’s First Dance 
Degree
Marsha Barsky (MFA), Meg Brooker (MFA), Chell Parkins 
(MFA)

Middle Tennessee State University is a public university 
located 35 minutes south of Nashville, Tennessee and populated 
by approximately 22,000 undergraduate students. Despite 
its’ proximity to Nashville, has taken 9 years for the state to 
approve MTSU’s dance major proposal. The first attempt 
stalled at the state level in 2009. In 2015, the faculty initiated 
a second attempt. In January 2017, this proposal was approved 
as the first stand-alone dance major in the state of Tennessee.

In this panel we will share our experience building a 
program that is both equitable and accessible in a state with 
a diverse dance culture, a program that raises the standard of 
dance while welcoming those dancers that may have had less 
access in their development, due to lack of support for dance in 
their area. MTSU’s new dance major will provide access to a 
strong dance education for those who cannot afford to attend an 
out-of-state university. We will share how we overcame many 
challenges to create this opportunity for Tennessee dancers. 
These include navigating the multiple levels of bureaucratic 
approval required to successfully launch this degree; conveying 
the importance of dance education to university administrators; 
and, understanding the complicated history of dance in the 
state and the relationship between regional dance, local studios 
and the academic dance setting.

The arts are currently in danger of losing more funding 
and there seems to be a lack of focus on equity or access to 
the arts at a government level at this particular moment in the 
United States. We are proud and honored to share our success 
in establishing a dance major at a state university like MTSU 
at this pivotal moment. We hope to share how we have found 
support and specifically what measures we took to create a 
program that provides access to dance in higher education. Our 
hope is to generate dialogue within this session that will inform 
the national debate regarding the place of dance in the US, as 
well as the place of dance in academia. This panel discussion, 
driven by our experiences and research that informed the 
creation of our dance major, will contribute to the broader 
conversations about dance, and indeed about art, in an age of 
growing resistance.

Make a Change: Tools for Exploring and Creating Socially 
Conscious Choreography

Joya Powell (MA, BA), Megan Minturn (MA, BA)

Dance is a weapon! This movement session will address 
ways in which to explore choreography of a socio-cultural/
sociopolitical nature through research, movement exercises, 
theater games, and personal reflection. It will focus on tools 
related to the art of creating and crafting socially conscious 
choreography in an engaging and approachable fashion. 
Both facilitators will lead participants through some of their 
best practices for engaging students in this subject matter, 
share their process in honing their tactics through trial and 
error, discuss specific experiences and outcomes of exploring 
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socially conscious choreography with students as both 
choreographers and performers, as well as expand the dialogue 
to the participants giving them the space to brainstorm for 
ways in which to include socio-cultural/sociopolitical topics 
in their dance curriculum. Activities will be geared toward 
working with students in both K-12 and Higher Ed settings. 
Participants will be encouraged to continually discuss and 
reflect on their experience throughout the process, and by the 
end of their experience they will leave with the shared tools 
of the facilitators, their own tools, as well as their own short 
choreographic sketch or phrase that encompasses the socio-
cultural topic of their choice.

This session will look to inspire other educators to 
discuss local, national and international issues both past and 
present with their students through the medium of dance. By 
creating a safe space for students to explore their social and 
political beliefs they are able to make profound connections 
between their understanding of themselves, their immediate 
surroundings and our global community. Their creative process 
becomes both interdisciplinary and introspective. By creating 
a nexus with our students we engage an educated and socially 
active body politic, and elucidate the tremendous importance 
of utilizing dance as a conduit of change.

Make It a Duet: Encouraging Creative Choice-making in a 
Dance Technique Course

Angela Sigley Grossman

In this session, I will lead participants through a task that I 
have found useful in encouraging creative choice-making and 
ownership of movement in a modern technique class. Make 
It a Duet requires students to take a known movement phrase 
and uncover new ways of performing it with another person. 
Students approach this task with the means and skills they 
have available, which provides an entry point for students of 
any age, background, or ability. This task can be applied to 
the learning outcomes and course objectives for any genre 
of technique, composition, or improvisation classes, and is 
appropriate for college students and the K-12 population. 
Utilizing this task in a technique class breaks the routine of 
the “see-and-do” mentality and invites dancers to access the 
material from a different mindset. The baseline that every 
duet uses the same movement vocabulary levels the playing 
field and provides a safe environment for students to play and 
explore free from judgement. Students exercise their problem-
solving and interpersonal skills by participating in a divergent 
task within the framework of a structured class. By encouraging 
students to become engaged in technique course material in 
a fresh way, they expand their curiosity and understanding 
about the possibilities for the organization of movement and 
feel proud of their creative product. Make It a Duet puts the 
student in the driver’s seat and allows them to experiment with 
choreographing without the pressure of movement invention, 
though which all students can find success.

Making Access a Reality: Equipping Generalist Teachers 
with Authentic Artful Dance Experiences

Peter Cook

In Australia, generalist pre-service primary (elementary) 
teachers are charged with the responsibility of balancing the 
teaching of Dance, as part of Creative Arts (Dance, Drama, 
Music and Visual Arts), alongside the more traditional 
curriculum areas. Each of these disciplines requires the 
acquisition of new knowledge, skills, language, curriculum 
and pedagogy. Within the over-crowded curriculum in both 
schools and in the pre-service teacher programs, Dance fights 
for time, credence and presence. The challenge at a tertiary 
level is to provide authentic artful experiences, with the aim 
of developing teachers capable of delivering authentic Dance 
curriculum, cultivating access to all.

The limited time allocated to Dance in the tertiary 
programs, necessitates strategic focus on the design of the 
unit and assessable tasks. For this artist/researcher/educator, 
codifying the learning activities around the choreographic 
practice provides students with access irrespective of their 
prior learning, and offering practice-based artistic engagement. 
In order to demonstrate their engagement with the codified 
unit materials, students present a choreographed work and 
accompanying written reflection. The questions emerging from 
these experiences from a research perspective are (a) How do 
students access the codified choreographic experiences in order 
to create artful Dance works?; (b) How has this experience 
enhanced students appreciation of Dance as an artform?; and 
(c) How does this experience prepare students for their teaching 
role? Literature within this realm is scarce and seldom relates 
to the artistic processes of Dance in initial teacher education.

This investigation documented evidence of the pre-service 
teachers journey through reflections of completed assessable 
tasks that demonstrated choreographic responses and written 
accounts of activities from their virtual and live classroom. Using 
“a/r/tography” as methodology, this Arts Based educational 
inquiry asked students to analyze their experiences using their 
Dance works as the vehicle for discussion, outlining how they 
accessed the codified curriculum and then demonstrated this 
knowledge, choreographically. The research is significant 
in identifying the benefits of focusing on the choreographic 
presence as an artful means to an artistic end within Dance 
curriculum and pedagogy. Additionally, participants contribute 
to the transformation of educational research morphing into co-
artists/ researchers/ teachers (a/r/tographers), despite their lack 
of Dance background.

This presentation will provide understandings of the data 
collected from student’s interviews and analysis of their dance 
work using a/r/tographic processes to form understandings. 
Extracts of the choreographic activities will also be displayed. 
The focus of the study is to discover how to make access to 
artful dance experiences a reality.
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Making Dynamic Connections Through Afro-Fusion and 
LMA

Frederick Curry, Kimani Fowlin

This movement session will highlight ways in which the 
polyrhythmic/polycentric movement vocabulary and varied 
group formations in Afro-Fusion dance, combined with the 
varied psycho-dynamic expression found in Laban Movement 
Analysis, can provide Dance Educators with strategies for 
engaging learners with different physical, cognitive and social-
emotional abilities. Workshop participants will engage in 
collaborative dance-making based on Afro-Fusion movement 
from the African Diaspora and the 8 Basic Effort Actions of 
Laban Movement Analysis (Float, Punch, Glide, Slash, Dab, 
Wring, Flick, Press), which compose a range of dynamic 
expression.

Afro-Fusion dance highlights culturally-informed 
movement patterns. By highlighting principles underlying 
movement, LMA provides an entry point for teachers and 
students with limited embodied experience of Afro-Fusion 
dance forms. Together, Afro-Fusion dance and LMA provide 
a conceptual and movement framework that can: (a) be used 
to advocate for equity and understanding for African-based 
dance forms in K-12 schools and in higher education, and (b) 
provide students with multiple entry points for engaging with 
these forms.

In the movement session, participants will learn set Afro-
Fusion phrases highlighting a variety of LMA dynamic qualities 
and illustrating the different intelligences (bodily-kinesthetic, 
musical, spatial, logical-mathematical, interpersonal, linguistic, 
intrapersonal) utilized in African-based dance. In groups, 
participants will then creatively re-interpret the phrases--
collaborating on movement choices, dynamics, and group 
formations. After fully embodying the process, participants 
will be given resources they can use to replicate with their 
own students this process of equity and access in and through 
African-based dance.

May I Have This Dance?: An Invitation for Dance Students 
of All Ages

Kathleen Dominiak Treasure

Within the collective consciousness of America, the art of dance 
has come to be exclusively associated, albeit inappropriately, 
with youth privilege and a lean, spry physiology. In order to 
foster an environment of inclusivity, the dance education 
community now bears the responsibility of opening the door to 
our medium by extolling the virtues of dance throughout each of 
our communities, age groups, body types, and life experiences. 
This workshop will therefore examine a performance-based 
dance competition that involves the collaboration of high school 
dance students and members of the community from various 
socio-economical backgrounds and physical abilities dancing 
together. Participants in this workshop will first experience 
learning excerpts of choreography from this event along with 
the various ways these dances were adapted to the needs of 
the student and community member. Following the movement 
portion, a discussion will follow detailing the structure of this 

project, problems that arise during the process of forming 
such an event, as well as the successes of the project. What 
were the educational benefits of all involved in this project 
including audience members? How does this performance 
event provide dance education and advocacy for learners of 
all ages and abilities while encouraging the value of dance for 
the community and students alike? Furthermore, attendees 
will gain more insight into the planning and presentation of 
community-based dance performances in collaboration with 
students, administrators, and parents. My desired outcome of 
this presentation is to foster further inquiry into designing other 
projects that are innovative to dance education for all that push 
the boundaries of students and adults in the community while 
at the same time cultivate awareness toward the diversity of 
others and one’s self.

Mediated Culture: Tooling Social Media in Dance 
Education

Amber Ortega-Perez (MFA, BFA)

The culture we live in is highly mediated, not just our 
interpersonal communications, but also our information. All 
information is now primarily digitized and networked to us 
through processes of mediation, be it video, images or digitized 
text. In my practice as an educator and artist, my primary goal 
is always going to be: effective communication. How can I 
get the viewer/student/participant to not only see/view what 
I’m communicating, but how can I get the viewer/student/
participant to embodi-ly understand? I have found that using 
social media as a language between myself and my students 
(as well as audiences) is a viable avenue for communication, 
education and acquiring embodied knowledge. This proposal 
deals directly with the challenge of dance literacy for today’s 
mediated culture with primary emphasis on effectively reaching 
the incoming students in higher education. 

My session will contain two parts: A) a lecture outlining 
my personal experience and investigation with using social 
media language, applications and devices with my students 
and audience. I will also share results or examples from 
interactions and assignments within my courses and artistic 
practice. B) a portion of the time will be dedicated to allowing 
the attendees to experiment with using social media themselves 
to communicate ideas about dance. 

Note: participants will have a more productive experience 
if they come to the session with any of the following devices- 
cell phone, tablet, laptop. Participants should also have the 
following apps (1 or 2 of them) on their devices- Instagram, 
Twitter, Facebook.

Mitigating Barriers to Access: Expanding opportunities to 
learn choreography by Erick Hawkins

Laura Pettibone Wright

The question of equity and access in dance most often refers 
to the important considerations of cultural, economic and 
political issues surrounding who gets to participate in any 
form of dance education. I would like to posit an additional 
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perspective: access to the choreographic works created by 
professional artists.

Most young pianists get to play classical pieces like 
Beethoven’s Für Elise and pop tunes of all kinds. Community and 
youth theater groups perform hit musicals like Annie and deep 
plays like Laramie. In fact, it is rare that musicians and actors 
perform works created by their teachers. Why don’t dancers get 
to try their hand at works by significant choreographers? Music 
can be “arranged” for every level of competency, theatrical 
scenes can be cut, but dance teachers do not have permission 
or sanction to do the same. The American Dance Legacy 
Initiative, established in 1993, has sought to remedy this. “Until 
the Repertory Etudes Collection, dance was the only art form 
seeking to perpetuate its legacy and educate the next generation 
without providing the public with ongoing access to repertory and 
materials” (www.dancinglegacy.com). To that end, our field can 
do much more to provide performative access to historical and 
contemporary choreography by professional artists. Recognizing 
that there are many purposes and perspectives of dance histories 
to be explored through movement, this workshop will focus on 
my work teaching the choreography of Erick Hawkins (1909-
1994) to students as early as 3rd grade, as well as secondary and 
post-secondary students, and professionals.

In this workshop, participants will experience models of 
teaching Hawkins’ choreography that I have used for different 
populations, goals, and venues. These approaches span the 
pedagogical spectrum from student discovery to full theatrical 
performance occurring in one-hour workshops, semester-long 
restagings, and professional rehearsal periods. Examples of 
the strategy of “discovery” will include the use of video and 
motif writing for student-led explorations. Models of editing 
and simplifying a work to fit the student population will be 
demonstrated. In addition, we will explore methods for 
teaching a piece of professional choreography that encompass 
more than just “steps” such as style, theme, and the time and 
place in which the work was created.

The workshop will conclude with a discussion of the 
economics of reproducing dance works, attitudes towards 
copyright, and the emergence of “open source” choreography.

Mobilities: Choreographing Relationships between College 
Dancers and Movers with Brain Injuries

Shawn Womack

This session will be an in-practice paper presentation; a 
post-performance reflective and analytic presentation on a 
choreographic project that has brought together college dance 
students with individuals at BrainCare, a facility that provides 
interactive programs for individuals who have experienced 
traumatic brain injury (TBI). The project is in rehearsal for 
performances in March, 2017.

The choreographic investigation seeks choreographic 
structures that give the student dancers analogous physical 
situations to challenge their perceptions of what dance 
does and allows them to empathize kinesthetically with the 
BrainCare participants’ corporal experiences due to a TBI. The 
choreographic process invites the student dancers to “deskill” 
and “reskill”- terminologies defined by dance dramaturg 
Katherine Profeta – to experience letting go of technical control 
to discover new physicalities in a choreographic context.

The choreographic process includes both ongoing 
conversations and movement activities between the student 
dancers and the BrainCare participants. Our rehearsal process 
is open and inclusive of the BrainCare participants and one 
participant, an exceptionally intelligent mover, will perform 
with the student dancers. Structured feedback and conversation 
sessions have been held in the rehearsal studio and at the 
BrainCare facility.

This project is not an examination of the neuroscience of 
TBI or the scientific understandings of the brain to mobility, 
this is a project that brings together two unlikely communities: 
technically trained dancers and individuals with BTI. Rather 
than represent the BrainCare participants’ stories onstage or 
use their physical actions and gestures as material for a dance, 
the BrainCare participants will become consultants to a danced 
experience that analogously relates to their physicalities. 
In fact, this project is intended to probe the ethics of staged 
representations. Dancers typically train to be experts of bodily 
control and awareness. Those with BTI often experience a 
“loss” of physical abilities in what is termed by those caring 
and facilitating recovery as the “new normal.” What “new 
normal” might the dancers explore from these interactions? 
How might questions of care, caring, care management be 
explored through choreographic structures and a performance 
process? How might we embody the experience of someone 
experiencing BTI without mimicry (reproducing their 
corporealities on stage), disembodied representations (sharing 
their stories through multi-media stagings such as Bill T. Jone’s 
Still/Here) or a performance that celebrates inclusivity and 
physical difference through the integration of professionally 
trained dancers with performers with disabilities (Axis Dance 
Company and Dancing Wheels have successfully pursued this 
kind of endeavor.)

Motor Learning and Its Applications to Diversity in Dance 
Education

Donna Krasnow, Virginia Wilmerding

One of the more recently embraced fields in dance science and 
pedagogy in terms of its importance to dance education is motor 
learning. Well-known motor learning researcher Richard Magill 
states that “motor learning examines changes in a person’s skill 
capabilities that are caused by experience or practice rather 
than development. These changes cannot be measured directly; 
rather, they are inferred by alterations in performance and are 
relatively permanent”. One of the most important lessons the 
study of motor learning can teach us is that individuals have a 
wide range of cognitive skills and learning styles. These styles 
can be influenced by culture, socio-economic factors, and 
personal needs. Several psychologists and educators including 
Howard Gardner, Bernice McCarthy, and David Kolb have 
developed theories of motor learning that inform the educator 
on how to develop the widest possible palette for teaching dance 
skills. Examples include Linguistic (the use of words, written 
or spoken), Logical/mathematical (ability to reason, consider 
abstractions, use numerical skills), Spatial (awareness of space 
and how objects and the self occupy space), Musical (a sense 
of rhythm, pitch, and musical composition), Bodily/kinesthetic 
(a sense of the body and movement ability), Interpersonal 
(interactions with others), Intrapersonal (awareness of self and 
personal goals and standards), and Naturalistic (relating to the 
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laws of nature and the natural surroundings).
As dance educators become aware of how to present material 

and concepts in a multitude of approaches, more students can 
benefit and improve in both skill acquisition and confidence. 
For example, the student who needs visual demonstration and 
modeling can become overwhelmed and confused by receiving 
only verbal analysis and information. Conversely, the logical/
mathematical student will be lost if the teacher demonstrates 
and gives no assisting verbal input. If a young dancer comes 
from a culture in which music and dance are completely 
interwoven, trying to learn dance phrases with counts and no 
music could be frustrating and ineffective. Even in presenting 
the well-accepted tool of imagery in dance learning, students 
have a wide range of imagery types that resonate with them, 
and the teacher can continue exploring and researching images. 
By understanding the theories and practical applications of 
motor learning to dance study, teachers can assure access to 
dance education for the broadest possible student populations 
and build a class atmosphere based on equity and respect.

Movement Cueing Strategies for Learners with Different 
Physical & Cognitive Understanding of Balance

Allegra Romita, Nancy Romita

There are at least 13 systems that affect balance. Understanding 
several of these body systems can improve the dance educator’s 
ability to ignite positive learning outcomes for all people 
who move during balance-based activities from walking to 
pirouettes. Movement cuing strategies are provided in this 
session that can improve balance. The cues enhance student 
success as they are designed to meet the student through the 
body system where they have best access. These approaches 
are an invitation to stabilize the standing leg in order to move 
with confidence. It is effective for all learners and particularly 
useful for special populations.

Strategies developed for this movement session on 
stabilizing the foot, ankle, and leg in all populations of movers 
emanated from the research findings on the hypermobile 
dancer. Researcher Moira McCormick purports hypermobile 
dancers have reduced proprioceptive ability. This affects the 
hypermobile dancer’s resources to learn and their capacity to 
stabilize for core support and balance. This led the presenters 
to investigate movement cueing strategies to enable students 
with varying perceptual challenges towards better balance. The 
movement session provides tools to identify hypermobility in 
students as well as alternative strategies to enhance stability 
and balance for all movement learners. 

The movement workshop guides the participants between 
cognitive principles of functional anatomy and an experiential 
understanding of various systems of balance. The session 
introduces the role of the vestibular system, visual system, 
the tactile system, proprioceptive system, and neuromuscular 
system to stabilize the standing leg. The facilitators guide the 
participants from inner personal experience, stabilizing the 
standing leg, to outer educational practices that demonstrate 
empathy for others by honoring varied paths toward fuller 
movement potential and balance. The workshop employs a 
method of movement inquiry integrating embodied anatomy 
and reflective practice called Functional Awareness®. 

Participants will obtain concrete tools to apply in their 
classroom. The session offers the opportunity to practice verbal 
movement cuing protocols and explore the efficacy of these 
various movement cues. The protocols enhance balance for all 
dance populations. These educational cuing methods are very 
useful for not just those who dance, but all who move.

MOVEMENT SPEAKS® - A Dance Program for Older 
Adults

Naomi Goldberg Haas, Rebecca Teicheira

Dances For A Variable Population master teacher Naomi 
Goldberg Haas and assistant Rebecca Tiechiera will lead 
a sample MOVEMENT SPEAKS® session, demonstrating 
practical approaches to teaching movement to diverse 
populations of adults, with a special focus on seniors, for dance 
educators.

MOVEMENT SPEAKS® is a 10 to 36-week free dance 
program for senior citizens that follows a sequential curriculum 
designed to build dance/movement skills and introduce 
seniors to choreographic structures. The Movement Speaks® 
curriculum draws from the Dance Education Laboratory’s 
methodologies, moving through a sequence, beginning with a 
focus on the body, dynamics and qualities of movement (HOW 
does movement happen), space (WHERE does movement 
happen), relationships (WITH WHOM), and then continues 
to explore choreographic structures and give seniors tools 
to combine all the elements they have learned to date in 
original choreography. The program concludes with a public 
performance of original work created by program participants. 

The conference session will be an introduction to 
MOVEMENT SPEAKS® with the core values of appreciating 
one’s own body, its individual challenges and moving forward 
from that place with an awareness of what’s possible for the 
individual. Goldberg Haas and Tiechiera will demonstrate 
selections of typical MOVEMENT SPEAKS® classes. 
Beginning with a seated warmup in a circle, the session will 
progress through our developed methodologies to teaching 
basic strengthening, balance, greater mobility, a sense of 
alignment and the somatic understanding “a mind body” 
connection appropriate for older bodies. Participants will learn 
best practices of engaging and working with older adults of 
varying abilities and dance experiences.

MOVEMENT SPEAKS®, a highly popular program, was 
launched in 2009, and has grown to serve over 500 seniors 
annually at 16 sites in New York City. Interest in movement 
programs for older populations has been building, and we see 
opportunities for dance educators to adapt these techniques in 
communities across the country. University dance programs 
could offer a course for older adults in their communities 
connecting with diverse populations in their cities. Students 
could benefit from learning new ways of teaching movement 
that include an understanding of the needs of older adults. 
Departments of social work, gerontology and aging could be 
part of the picture engaging in research with these groups and 
student teachers. Dance Studios can offer older adult classes 
extending their outreach.

This movement session will take place in a movement 
space with perimeter seating. An ipod hookup and speaker.
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MOVEMENT SPEAKS® - A Dance Program for Older 
Adults

Rebecca Teircheira, Naomi Goldberg Haas

Many adults would not think of dance as an option for wellness, 
physical, emotional, creativity and social connection. This is an 
area where dance educators can cultivate Equity and Access. 
For many communities, the opportunity to dance, move 
creatively, in enjoyable ways, is not available. Economics, 
appropriate space and teaching methods for diverse individuals 
and communities are not accessible in the dance education field. 
Naomi Goldberg Haas and Dances for a Variable Population’s 
MOVEMENT SPEAKS is a sequential weekly dance program 
for adults promoting strong and creative movement for adults 
of all ages and abilities, with a special focus on seniors. 

Serving over 4,000 seniors since 2009, Movement Speaks 
promotes seniors’ cognitive, social, creative, and personal 
development. In professionally-conducted evaluations, 
participants have reported that the program helped to inspire 
creativity and personal expression. They also rate the program 
highly in terms of its effect on their health, social life, self-
esteem, social life, and level of happiness, and report that it 
has strengthened their connection to others in their community.

In addition to teaching basic strengthening, a sense of 
alignment, introducing the somatic understanding “a mind 
body” connection and an understanding of the needs of older 
adults, The Movement Speaks® curriculum draws from the 
Dance Education Laboratory’s methodologies, moving through 
a sequence, beginning with a focus on the body, dynamics 
and qualities of movement (HOW does movement happen), 
space (WHERE does movement happen), relationships 
(WITH WHOM), and then continues to explore choreographic 
structures and give seniors tools to combine all the elements 
they have learned to date in original choreography.

The program’s goals are to involve seniors in learning, 
creating and performing dance; and to realize critical outcomes 
– in creative mastery, mental and physical health, and social 
connection – for participating seniors.

In 2015-16, DVP held programs at 16 sites in four boroughs, 
reaching over 500 direct participants. Participants are African-
American, Latino, Asian-American and European-American. 
The vast majority are middle-and low-income. Our teachers 
have certifications in multiple practices from Modern Dance, 
Choreography and Dance Education MFAs, Pilates, Yoga and 
Fitness and professional life long teaching of dance bringing a 
range of experiences to our program. Most importantly, people 
to whom having a dance practice never would have been 
an option for exercise and happiness are able to participate. 
The benefit of bringing dance practice to these populations is 
manifold for our field supporting of age and economic diversity.

Movin’ and Groovin’ through Pre-K and Kindergarten

Andrew N. Jannetti (MA)

A hands on experiential workshop designed to provide Pre-K 
and Kindergarten dance teachers with a toolkit of dance 
activities that are engaging, fun and age appropriate. At a time 
when Universal Pre-K is being mandated throughout the country 

it is important for Dance Educators to have a voice in the Early 
Childhood curriculum. Access to creative movement in these 
early stages of development dramatically aids in the overall 
development of the child. Workshop attendees will be fueled 
with the tools they need to provide developmentally specific 
dance activities to this youngest group of physical learners that 
also enhance the Pre-K and Kindergarten curriculum.

Information on current brain research and the impact that 
dance and movement has on cognition, brain development, and 
language will be presented and discussed as it pertains to the 
earliest stages of our development. 

Access to creative play in the discipline of dance for our 
earliest learners provides equity across the board from the very 
beginning of physical, emotional, and cognitive development. 
All activities include a sample of multiple entry points and 
modalities so that the you will be able to engage all of your 
students to the fullest of their abilities.

Name It and Claim It: Learning Healthy Communication 
Skills and Boundary Setting through Dance

Amanda MacDonald

Our world is full of inequity. Systems of oppression harm the 
victims and the oppressors.

One way we can fight these systems is to teach our students 
communication skills. These skills allow students to express 
themselves effectively, to ask for what they need, to set healthy 
boundaries, and to solve conflicts constructively. These skills, 
often called Social-Emotional Learning, make a difference in 
supporting students to succeed in the classroom and in the world. 
They also can have an effect on whether teachers spend their 
time managing behavior or teaching their academic subject. 
The arts in general, and dance in particular, have been shown 
to be fertile ground for this kind of interdisciplinary work. This 
movement workshop will lead participants through a sample 
lesson plan for practicing communication skills within the 
context of a dance class. “Name it and claim it” helps students 
build self-awareness, name what they have become aware of, 
and then use it in the creative process in class. The lesson plan 
draws upon Anne Green Gilbert’s Brain Compatible Lesson 
Planning, Laban terminology, and Amanda’s recent thesis 
entitled “Change the Story: Girl Messages” and can be adjusted 
for different age groups.
The New Dance Group (1932-2009): A Model for Providing 
Dance Education for All

Elizabeth McPherson

This paper presents qualitative historical research, using 
source material that includes perspectives of New Dance 
Group students, staff, and faculty. A presentation of historical 
photographs will illustrate the paper. Perhaps because the New 
Dance Group was not attached to any one choreographer, 
as were many of the schools of the time, it has received less 
attention than the Martha Graham School for instance or the 
School of American Ballet. However, it was no less influential, 
and this paper seeks to illuminate its enormous contributions to 
the dance field as a model for providing dance education for all.

Founded in New York City in 1932, the New Dance 

88



Group was a pioneering force for over seventy-five years, 
providing a haven for dance to flourish both recreationally and 
professionally through their school and through sponsoring 
performances. The original members were committed to 
enacting social change through dance, which included making 
dance accessible to everyone, moving far away from what they 
saw as ballet’s elitism. The members of the New Dance Group 
worked toward this goal partly through creating choreography 
about social and political issues to both stimulate and educate. 
Their performances were given at union halls and other places 
where they could reach the “workers.” 

A second defining aspect of the New Dance Group was 
their school, which offered classes that were inexpensive 
enough at ten cents a class (valued at just under two dollars in 
2017) to provide access to dance training to virtually everyone, 
and they also awarded scholarships. The three-hour classes 
offered in the early days included technique, improvisation, 
and a discussion on Marxist theory. The school was open to 
students of any race and ethnicity, which was uncommon for 
the 1930s. The group was fundamentally humanistic, priding 
itself on contributing to making a better world by focusing on 
the needs and aspirations of all people. The New Dance Group 
created a haven in the dance community for multi-faceted 
growth from multiple perspectives, very much influencing the 
future of modern dance in all its diversity. Although the group 
struggled financially throughout its existence, in part because 
of keeping the fees for classes very low, it managed to stay 
afloat for 77 years. By studying and evaluating its successes 
and challenges, we may be inspired by and also learn from its 
development over time as an institution committed to providing 
dance education for everyone.

NJ Title I Arts Integration Pilot Program: The Progress 
Made and Lessons Learned

Dale Schmid

In 2013, the US Department of Education issued guidance to 
State Education Agencies advising that, “activities that support 
the arts, in conjunction with other services, can form an 
important part of an LEA’s Title I program. [Furthermore], in 
maintaining consistency with Title I requirements, an LEA may 
use Title I funds to support arts education as a strategy to assist 
Title I students with meeting the State’s academic achievement 
standards.” However, no further guidance was given as to how 
the arts, and more specifically arts-integration, can bolster 
school improvement efforts. Consequently, few examples 
existed of research-based school reform efforts using Title I 
funds to support arts-integration outside of several concerted 
efforts in California and Arizona. Therefore, in 2016-17, the 
New Jersey Department of Education, secured authorization 
to launch its Title 1 Arts-Integration Pilot Program, utilizing 
carryover funds to support the Pilot (i.e., monies not spent on 
Title 1 activities that were turned back to the state by districts 
for reallocation).

For the purposes of this Pilot, arts-integration was defined 
as a, “teaching strategy in which the arts are integrated with 
the non-arts curriculum to deepen students’ understanding 
of both” (Isenberg and Jalongo, 2010, Werner and Freeman, 
2001). The goal was to generate a wide variety of evidence-

based pedagogic strategies, supported by school-level student 
data, which substantiated the efficacy of arts-integration 
as a lever to increased student achievement and school 
improvement. Program designs targeted Student Learning and 
Mastery; with a secondary focus on either; School Climate 
and Culture; Student Engagement; or Family and Community 
Engagement. Ten schools were designated Pilot participants 
and were provided up to $100,000 to establish programs that 
employed promising practices and program components using 
arts-integration to increase student achievement and improve 
school climate.

The goals for the Pilot were to; 1) promote practitioner-
research as a means of informing programmatic improvement, 
and 2) identify and disseminate lessons learned from the Pilot 
regarding the conditions and instructional circumstances 
under which arts-integration supported student learning and 
mastery, and fostered increased student, family and community 
engagement. The vision was that educators across the country 
will be able to emulate thoughtfully executed arts-integration 
practices stemming from the Pilot, which contributed to 
school improvement – and are adaptable as appropriate to 
local circumstances. This presentation highlights lessons 
learned from this important work and engages the audience 
in discussions about the possibilities for applying similar 
strategies in their home environments.

No Longer Victim: Modeling Healthy Boundary Setting for 
Our Students

Beth Megill

Yes! I can do that! Yes, I will get that to you! Yes, that’s fine. 
Yes, I can manage. Dancers are traditionally cultivated to 
be people-pleasers. From day one in the studio, we learn to 
follow the rules, to be quiet, show respect, be courteous, be 
humble, and be nice. All good qualities until we find ourselves 
physically spent, creatively silenced, and apologizing for our 
very existence!

In some educational environments it often feels like dance 
is a victim, the misunderstood sibling to music, art and theater. 
But we go about our business, doing what needs to be done 
to keep our programs running. We say yes and give ourselves 
away bit by bit until there is nothing left. Is this serving our 
discipline? Is it serving our students? What are we teaching 
our students about self-worth and perhaps playing the part of 
victim?

In a time when more and more is being asked of us, when 
do we draw the line? How do we compassionately decline, 
understanding that we do not need to bend over backwards just 
because we can (no pun intended)?

We cannot expect to be treated as equals until we begin 
respecting ourselves as equals in education. We must model 
boundary setting to demonstrate the unique value of dance 
within the arts and humanities. I argue that standing firm in our 
values, communicating impeccably with our words, and asking 
for the support and resources we need is the best way to honor 
ourselves, our students, each other and the discipline. 

This experiential workshop will expose participants to tools 
of mindfulness, meditation and deep listening that can bolster 
one’s equanimity in the face of adversity. Come to learn and 
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practice skills that you can pass along to your students and use 
for yourself, before meetings, between classes, while reading 
emails, and anytime you feel your ego become agitated with 
fear, rage, or sadness. As we transform ourselves, we transform 
our potential.

Observe Keenly to Improve Teaching and Assessment - A 
Neurodevelopmental Approach

Martha Eddy

How we learn to move as babies impacts our movement as toddler, 
children, teens, adults and elders. Dance educators benefit from 
being able to observe neuro-developmental stages, posture, and 
movement qualities in creating inclusive curriculum. Learn the 
theories underlying Anne Green Gilbert’s Brain Dance and Martha 
Eddy’s Relax to Focus as emergent from the somatic studies of 
Laban/Bartenieff and BodyMind Centering. This is an opportunity 
to practice the principles of neuro-motor development and how to 
apply them in teaching your own movement sequences. We will 
draw upon BodyMind Dancing and Moving For Life repertoire. 
You will get a glimpse into Dynamic Embodiment Somatic 
Movement Education and Therapy as well.

Pas de bour-SLAY!: Making the Case for Neo-Jazz - A 
Historically-Based, Contemporary Jazz Technique

Melanie George (MA, CMA)

Contemporary art results as a response toward or away from 
what precedes it. For every oppositional response (e.g. Merce 
Cunningham technique to that of Martha Graham) there is a 
successive response (e.g. José Limón technique to that of 
Humphrey-Weidman). Contemporary artists cull inspiration 
from many sources - past and present, imaginary and real. 
When Beyoncé performs cover versions of songs by Etta James, 
Tina Turner, or Rose Royce, she is no less contemporary by 
letting the influence of 1950s blues, 1960s rock n roll, or 1970s 
funk bleed into her work. Instead these choices are tactical, 
cultural signifiers to indicate purposeful lineage and historical 
significance to the artist and audience. Parallels can be found in 
contemporary film (see Damien Chazelle’s La La Land) fusion 
forms in modern dance (see the work of Doug Elkins) and 
that of contemporary performance artist Cynthia Hopkins (see 
Articles of Faith). However, historically-based contemporary 
jazz is not afforded the same luxury in the transparency of its 
influences without being deemed as out of date.

This paper attempts to tackle the role, value, and relevance 
of historically-based jazz work in the contemporary dance 
classroom and on stage. The author proposes a new paradigm 
in which jazz dance styles with clear lineage to the roots and 
fruits of jazz dance history need not be relegated to the fringes 
contemporary training. Drawing parallels to the etymology 
of Neo-Soul music, (a genre of contemporary R&B coined 
by Kedar Massenburg in 1997 in an attempt to categorize 
contemporary soul musicians whose music was decidedly 
current but had clear ties to soul music of the 1970s) and the 
neoclassical ballet era of the 20th century, the author argues 
for the term Neo-Jazz as a branch of contemporary jazz, 

carving out an unclaimed area in contemporary dance, and 
promoting equity among jazz dance practitioners in an era 
where competition-centric and hip-hop influenced jazz dance 
dominate. Furthermore, the author attempts to reclaim the 
terms jazz and contemporary for historically-informed jazz 
dancers teaching and creating challenging work in the present 
day.

The presenter connects to the conference theme by 
investigating equity in jazz dance and interrogating the place for 
historical content in the evolution of the jazz dance classroom. 
Moreover, by attempting to make a space for historically-
informed jazz dance in a contemporary classroom, the author 
promotes a democratic and generative learning environment, 
fundamentals tenets of historically-based jazz dance.

Performance Assessment and Reflection Moments

David Alexander

Inherent in the term equity is the idea that all sides of an issue 
are given opportunities to be represented. I propose adding 
the student’s perspective to those of the teacher or critic when 
it comes to post-performance critiques. The focus will be on 
reflection and assessment not evaluation. For this presentation 
the word performance is not limited to dancing in front of 
an audience, but also includes what occurs when a dancer 
or student does an in-class variation or attempts uniquely 
choreographed movement.

 A classical ballet class grande allegro combination 
whether performed by students or company dancers is often 
followed by the teacher or ballet master commenting on what 
he or she saw from dancers while watching the combination 
unfold. Frequently heard comments like “Sarah, thumbs up 
for your landing after the cabriole”; or “Boyco, fantastic lift”; 
even, “Nice work ladies. See you tomorrow” exemplify how 
dancers and students typically receive feedback concerning 
the qualities of their movements. In all three cases the dancer 
or student has not been invited to contribute their perspective, 
thereby loosing the opportunity to develop personal reflection 
skills. In contrast to the teacher-weighted, one-sidedness of 
the above evaluative examples, my proposal is to suggest 
a discussion format which creates opportunities for the 
dancers, individually, or as a group, to participate equally 
in an assessment process. The advocacy here is, before the 
dancer or student hears from the instructor or dance critic 
they first be given an opportunity to personally reflect, share 
and describe how they would evaluate and assess their own 
dance effort thus enabling the responding critique, feedback 
and instruction to be tailored to the student’s responses.The 
discussion format presented used one-on-one with a dancer, a 
whole class, or by the student themselves in a personal diary 
affords an opportunity to create a reflective tapestry against 
which to integrate any instruction or critique.

 Performance discussion items include, “One Word 
Reflection - one word which you think summarizes your 
work”. “Successes - something you’d consider a success for 
you”. “Challenges - something you’d label as a challenge for 
you.” “Things to Work On - something you wish had gone 
better.” “S.O.S, or Asks for Help - something you need help 
with.”
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 Discussion leaders can ask dancers to elaborate on their 
responses if it was felt it would make the discussion clearer 
or more precise.

The Personal is Political: The Pedagogy of Improvisational 
Composition as Action

Ani Javian, Rachel Barker, Tammy Carrasco

Choice. Decision. Instinct. Availability. Readiness. 
Responsiveness. How do these ideas materialize in the dance 
studio? This movement workshop looks at these and other 
powerful tools that compositional improvisation allows our 
students, and addresses the ways that these tenets promote 
citizenship and humanitarian action.

We see improvisation as a rigorous study into practicing 
presence, recognizing the past, and anticipating the future. We 
define compositional improvisation as making choices in the 
“now” relative to those around one’s self—designing in the 
moment, with an awareness of the bigger picture. This multi-
faceted way of being in one’s body, while simultaneously being 
attuned to one’s surroundings and their individual effect on the 
whole, provides powerful opportunities for students to learn 
both about themselves and those around them. 

As we deepen our pedagogical approaches to this form, we 
continue to be struck by the parallels that this language has 
to our current world climate. Great improvisers Anna Halprin, 
Simone Forti, Steve Paxton, among others, were responding 
to world events as they developed their own approaches 
to the form in the twentieth century. Indeed, the practice of 
compositional improvisation provides tools necessary not just 
for dancing, but for action. It provides means for community-
building, an understanding of relationship to others, and 
awareness of individual efforts towards a larger purpose. It 
requires cooperation, respect, and honesty.

In this workshop, we will provide a brief improvisational 
warm-up and time to practice structures, exercises, and 
approaches necessary to compositional group improvisation. 
These include, but are not limited to: observing, seeing, 
recognizing impulse, enhancing the group, diminishing the 
ego, tracking, and supporting. As we compose in the moment 
and practice our new performance form for each other, we will 
discuss specific experiences from our teaching and open up a 
discussion to share responses and ideas.

Through this practice of awareness, availability, and 
sensitivity, we nurture students to become bold, generous, 
and kind artists. We sincerely hope that these attributes will 
perpetuate beyond the studio and into the world.

Physical, Cognitive, and Social Foundations for an Adult 
Ballet Curriculum

Wendy Clark

Although an increased number of adults are enrolling for 
beginning ballet, almost no scholarship addresses the process 
of adapting ballet training to the needs and capabilities of adult 
learners. Instead, existing research on ballet curricula addresses 
childhood developmental stages.

In order to begin addressing the need for research-based 
adult ballet curricula, I examined scholarship on the physical, 
cognitive, and social differences between children and adults 
(ages 18-22 years old). My presentation will outline suggestions 
for how to alter content, teaching methods, and course goals 
based on these findings.

The suggestions included, which I derive from a ballet 
curriculum developed for use at community colleges or in 
recreational classes at four-year institutions, are strategies for 
addressing specific physical, cognitive, and social-emotional 
abilities. Addressing the unique needs of adult students will not 
only allow the students to become technically and artistically 
proficient in ballet class, but also allow them to achieve 
objectives that apply beyond the world of ballet. For example, 
it will give students opportunities to recognize their own 
physical/cognitive abilities, develop new movement patterns 
that allow them to successfully execute movements without 
injury or unnecessary strain, and develop the tools needed 
to successfully engage in other movement activities without 
injury.

Physical Listening in Action

JoAnna Mendl Shaw, Susan Gingrasso

Physical Listening in Action presents the premise that 
Physical Listening skill sets form the foundation of dancing 
and dance-making. Viewing dance pedagogy through the 
lens of Physical Listening reveals its valuable function as a 
vehicle for heightening kinetic observation, attending to the 
present, teaching strategic thinking and empathy, and bringing 
awareness to accountability for choices.

Physical Listening in Action techniques are initially 
demonstrated in a very brief, narrated performance that 
showcases a progression of duet encounters with dancers 
engaged in visceral decision-making, using observation and 
strategic thinking to shape short, concise dances in real time. 
The narration reveals how Physical Listening functions, how 
dancers interpret the movement, and how and why dancers 
make decisions. 

The workshop experience engages participants in 
exploring Physical Listening skills. Movers tune into tactile, 
aural, proprioceptive, and visual cues to generate personal 
material they use in kinetic dialogue with a partner. The duets 
function inside a choreographic score that defines the rules 
of engagement. Creative decisions emerge out of necessity. 
Movers track their choices, making decisions within a defined 
rule structure. The rigorous and playful scores offer structures 
to easily transform the raw duet movement material into 
concise choreography – small dance made in real time. The 
entire process defines choreography as working from a shared 
objective. As decisions layer one upon the other, the movers 
realize that they are accountable for their choices.

Shaw and Gingrasso present an approach to dancing and 
dance-making that brings listening and accountability for 
choices directly into the creation process and performance 
arena. They propose Physical Listening as a vehicle for 
choreographic invention as well as a dynamic template for 
discussion about and the practice of responsible citizenship. 
Their shared interest in human and equine behavior, offers a 
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fresh and unique approach to teaching movement in multiple 
arenas. Physical Listening in Action presents tools, strategies, 
and methodologies that make dance education inclusive 
of learners with different physical, cognitive, and social-
emotional abilities. The strategies are equally applicable to 
teaching accomplished dancers in highly competitive dance 
programs where the emphasis on listening removes the ego-
based lens and replaces it with a commitment to attending, 
visceral decision-making, and engagement. Physical Listening 
positions movement as a powerful learning modality in our 
education system with significant implications for teachers and 
learners across all the NDEO constituencies and contexts.

The Physicality of Humor: A Laban Perspective on 
Incongruent Movement Patterns

Sarah Donohue (MFA, CLMA, BFA)

In the moment of humor, the senses are tickled by messages 
both commonplace and incongruent. Indeed, the juxtaposition 
of sense-making and altered expectations is the recipe for 
humor. An unexpected squeaking sound or surprising peek-
a-boo delights a baby into laughter, the universal indictor 
of humor. In moving from the anticipated to the unknown, 
surprising, or incongruent, our sense expectations — visual, 
auditory, kinesthetic and cognitive — are altered by an 
unforeseen outcome. The result is humor.

As perceivers of motion and seekers of meaningful 
choreography, students of dance can understand the physicality 
of humor through Rudolf Laban’s system of movement 
analysis. A group of Dance majors from Utah Valley University 
and I analyzed three categories of physical humor using Laban 
Movement Analysis: first, physical comedy and clowning, 
such as Charlie Chaplin, Buster Keaton, and Bill Irwin; second, 
humorous dance, such as the choreography of Monica Bill 
Barnes, Ann Carlson, and Claire Porter; and third, humorous 
quotidian movement, such as walking into a spider web. After 
compiling data, patterns emerged in Effort phrasing, qualitative 
Shaping tendencies, body part usage, and relationships to Space. 
These patterns correspond to many working humor theories, 
primarily the Incongruity Theory, refined by such thinkers 
as Blaise Pascal, Emmanuel Kant and Arthur Schopenhauer. 
This research proposes that incongruities in movement not 
only contribute to humor, but are subconsciously accessed 
on a kinesthetic level, and are therefore rich source material 
for choreographers and physical performers. Humor, like 
dance, has the capacity to be non-verbal and reach beyond 
boundaries of culture, society, ability, and age. Infants laugh 
before they possess language. They are laughing at motion. 
Humor is inclusive rather than exclusive. It is a primal human 
experience that is understood innately through movement. 
Humor is an inroad to interpersonal connection and provides 
a method for creating dances through which a wide range of 
audiences can connect. Analyzing and understanding how 
elements of movement contribute to physical humor gives 
choreographers a tool to make art inclusive and approachable, 
to connect audience members through humor, and even to 
access more serious subject matter through the permeable 
line between comedy and tragedy. All humans dance and 
laugh; understanding how movement and humor connect 

provides an empowering instrument of communication for the 
choreographer and performer.

The Possibility Project: Empowering Teens To Create A 
Better World

Stephanie Simpson (MFA, BA, RYT-200)

The teenage years can be difficult, especially for youth in 
foster care. Living with a high risk of abuse or neglect, facing 
a transitory living situation, and dealing with the stigmas of 
being in foster care produces a highly volatile combination 
of risks and vulnerabilities. These youth need a safe space 
and the tools to help navigate through rough waters to shape 
themselves into well adjusted, secure adults. In 2009, The 
Possibility Project (TPP) initiated a new program for youth 
living in foster care where they engage in a social/emotional 
learning (SEL) experience focused on social justice that uses 
the performing arts (dance, theatre, and music) to examine 
and transform the personal and social forces that shape their 
lives and identities into positive action. Through the creative 
process, they work together to write and perform an original 
musical from the stories of their lives and ideas for change.

Initially, the students work with professional artists in 
each discipline. As novices, these students need to embrace 
their bodies, minds, and voices as tools to communicate their 
thoughts and feelings. The focus then shifts to writing, shaping, 
and choreographing their stories. Using the training they’ve 
acquired and guidance from the artists, they finish the season 
by performing a full length, original musical Off-Broadway.

Innumerable studies present the positive connection between 
motion and emotion. Cognitive processes are strengthened and 
depression is lessened. Furthermore, there is both the advantage 
of being in a social situation that is safe and nurturing along 
with the increase of self-esteem through collaboration and self-
expression. These benefits should be available to not just the 
professional or even the dance-hobbyist, but to everyone in a 
community that wants to embrace the opportunity.

Participants will learn more about the TPP structure 
through videos, pictures, and discussion. They’ll be given 
tools on how to implement these ideas into classroom and 
community spaces. Finally, participants will be guided through 
a typical rehearsal exercise combining discussion, movement 
improvisation, small group work, and presentation. They will 
leave with the understanding of how expression through voice 
and movement can be an empowering experience in the life of 
any individual.

“When it was over, I felt so alive, strong, and so proud 
of myself… To know that [your performance] impacted 
someone’s life, that you changed the way they view things, 
and that they understood your message, gives you a special 
feeling.” – Foster Care Program cast member

Preparing Dance Students for Post-Graduate Careers: 
Cultivating Access

Emily Morgan, Meredith Sims, and Susan Epstein

How are we preparing undergraduate students for their lives 
post-graduation? How do we address their unique, individual 
needs, as they consider both dance-related and non-dance 
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related careers? Now more than ever, there is pressure for 
universities to demonstrate their ability to place students in 
jobs immediately upon graduation. Yet dance, like many other 
fields, has no direct pathway, and indeed, there are a plethora 
of paths one may pursue. This panel features three university 
professors and an artistic director of an established professional 
company who have varied thoughts and approaches regarding 
career preparation. We will discuss the tools, strategies, and 
methodologies we use to help individual students chart their 
own unique pathways in the world after graduation. 

Each of the four panelists will share aspects of how they 
assist undergraduates preparing to graduate. Our approaches to 
career preparation are diverse and collectively include focusing 
on writing and graduate school preparation, transferring dance 
skills to other careers, individually assessing student needs, 
and designing practical, career-based projects, among others. 
The structure of our approach is also different. Some of us 
have semester-long courses devoted to career preparation; 
others have informal conversations. We also address career-
related questions in our general teaching and our informal 
conversations with students. Session attendees will hear about 
our four practical approaches for assisting students with their 
post-graduation careers, and we hope to hear from conference 
attendees on their approach to the same questions and ideas.

Promoting Equity and Access with $15 Per Student

Michelle Parkins

Is it possible to create equitable dance programs in public 
schools that lack resources for arts programming? What does 
equity look like? When working in lower income schools, 
dance educators are required to find funds to costume students, 
pay competition and performance fees, bus students to weekly 
events, sponsor team dinners and give students access to live 
performances. How do teachers find resources so that their 
students have equitable opportunities to perform and witness 
dance? How do they train their students to compete with 
similar programs in more affluent areas? 

In this session I will share my experience working as the 
director of dance, drill and pom at a Title 1 high school in rural 
Texas. The program lacked resources and was unsuccessful at 
fundraising. Parent involvement was minimal as many parents 
did not have time or money to donate to the dance program. 
The past director of dance and many of the athletic coaches 
sold junk food and soda during the day then held carwashes in 
the neighborhood on the weekends. In my first year I refused to 
sell any type of junk food or candy but found opportunities to 
travel to affluent neighborhoods for more financially successful 
fundraising events instead. I advocated for the dance program 
through social media and was able to bring students into the 
city to perform in professional venues. I was not able to bring 
in technicians to train my dancers but I was able to focus on 
ways of guiding students to find deeper connections with their 
bodies which served them in performance and helped them 
stand out next to their more technically precise and elaborately 
costumed competition.

In this presentation I will share strategies for building 
successful programs without resources including building 
connections with other dance organizations and fitness centers; 
requesting clear access to school budgets; finding the right 

people to donate time to your program; training students to 
be leaders to help with training and inspiring dancers; and 
fundraising and grant seeking strategies. We will discuss 
attendees needs and limitations as we create plans together to 
guide the dance educator towards success regardless of school 
and government funding.

The “R” Word: Defining Equity and Access along Racial 
Lines in Dance Education

Julie Kerr-Berry, Karen Clemente, Nyama McCarthy-
Brown, Raquel Monroe

This panel will focus on race relative to equity and access in 
academia. It addresses the conference theme by defining equity 
along racial lines and teases apart equity from equality, offering 
new insight to the field. Significant to this discussion is the 
importance of how racial equity must occur before equality and 
inclusion can be achieved. Solving racial issues with diversity 
solutions is often a mismatch because the latter encompasses 
multiple intersectionalities, often leaving race unaddressed. 
By isolating race, from different teaching perspectives and 
sites, panelists will delve into the impact curricular (content) 
and systemic (access) dimensions of dance education have on 
promoting racial equity or impeding it. While ongoing, content 
driven scholarship that challenges Eurocentric approaches 
to dance in the academy is crucial, the problem of access to 
college needs more inquiry. Lack of access in large part is 
systemic. Who gets in the door and who does not? Retention 
is another. What barriers persist for black and brown students 
such as test scores? What forms of dance are embraced–
beyond the hierarchical configuration of the ballet/modern 
canon? Informed by critical race theory (CRT), this approach 
is grounded on the premise that unless race is isolated, it goes 
unchallenged.

Four panelists will offer different perspectives on the 
subject matter of racial equity and inclusion and offer practical 
solutions. From a systemic perspective, one panelist examines 
the role of educators as gatekeepers in the learning process, 
who function in many institutions to ensure that the institution 
perpetuates Whiteness. Also approaching systems change, 
another panelist, through a critique of liberalism, will discuss 
strategies that uproot Whiteness in an institution that often 
identifies as progressive. Such structures include teacher 
preparation, advising, and other institutional practices that 
impede black and brown students. The remaining panelists 
will address curricular-based components. The first offers 
strategies her department has under gone to comprehensively 
embed Africanist aesthetics across the curriculum. She will 
discuss how her entire department went through Undoing 
Racism training by the People’s Institute for Survival and 
Beyond. The second will offer strategies that include shifting 
technique requirements in order to de-emphasize the Western 
canon; offering a jazz dance history course that investigates race, 
power and privilege; and producing a dance concert based on a jazz 
“roots and branches” theme. Collectively, these perspectives define 
a process to dismantle oppressive systems in order to better insure 
equity, access and inclusion.
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Race, Erasure, Resistance: Creative Practices and Performances 
for Advancing Racial Equity

Matthew Cumbie, Vickie Washington

How can our dancemaking help move racial equity forward? What 
is the role of intergenerational collaboration in creating lasting 
change? How can performance and engagement strengthen the web 
of work already happening to resist erasure?

Join Dance Exchange, and members from our Dallas creative 
cohort, as we move through conversations and creative practices 
that speak to the ways our dancemaking can advance racial 
equity in our communities and the role we have as artists to be 
catalysts for change. In this workshop, we will share excerpts 
and engagements of “Bricks & Bones: A performance series in 
response to the erasure of Black lives and communities in Dallas, 
Texas, and the movements to recover, rebuild and honor those lost 
histories,” co-directed by Cassie Meador and Paloma McGregor, 
which premiered in Dallas in November 2015. We will open up 
about the process that brought DX into partnership with local Dallas 
communities and partners like the South Dallas Cultural Center, 
Ignite|ArtsDallas, Southern Methodist University, and the Embrey 
Family Foundation. We will talk about how our performance 
series traveled through churches, museums, schools, and theaters 
to explore how race has shaped the Dallas landscape, and reflect 
on how we laid the foundation to leverage the opportunities 
dance provides for embodied learning, understanding, and action- 
necessary tools for navigating challenging issues and activating 
change. We will also share how we are continuing to deepen our 
work, our understanding, and our commitment to advancing racial 
equity through on-going engagements with the dance department at 
Virginia Commonwealth University and other Richmond partners.

We see the value that dance has for initiating change in our 
communities, be those communities created by geography, common 
purpose, backgrounds, ages, or shared vision. In celebration of 40 
years of collaborative dancemaking, we have launched Organizing 
Artists for Change, an initiative to share and advance our ever-
growing body of creative practices. The OAC will extend the 
influence of a broader network of artists connected to our body of 
work, including founder Liz Lerman, DX alumni, current DX artists 
and those who have studied and worked with our artists over the 
years. The OAC will gather local and national artists to be involved 
in DX’s creative process through: research residencies, institutes, 
public engagement events, artist cohorts, and fellowships. Now, 
more than ever, artists have a critical role in our society- to help 
others develop an empathetic approach to listening, learning, and 
engaging their communities.

Reconsidering Hierarchical Structures: Promoting Agency in 
Pedagogical and Artistic Practices

Rachel Barker, Ani Javian, Tammy Carrasco

How can we, as educators and makers, work to create equity in 
pedagogical and choreographic practices? How can cultivating 
dialogues around the nature of hierarchy thwart common 
assumptions of power structures in the classroom, and how 
does this affect student learning and growth? What is the 
value and implication of asking these questions?In this panel, 
we pose these queries within the context of post-modernist 
ideologies, focusing our discourse on the current generation of 
students, as well as in the contemporary choreographic sphere. 
As educators and artists working at three different higher 
education institutions, we will share teaching strategies and 

accounts of student growth as they relate to our pedagogical 
efforts to increase awareness of power structure in the studio. 
We will also address the impacts these value systems have on 
our creative processes both in and outside of the educational 
realm.

For the purposes of this panel, we will emphasize courses 
in dance technique, improvisation, and choreography, as 
opportunities to practice pedagogical strategies that offer 
alternative power structures. Themes such as vulnerability, 
agency, individual voice, and community have emerged from 
our work, and will be addressed in this session. We will share 
ways in which our methodologies and practices might build 
heightened consciousness within student-to-teacher and peer–
to-peer hierarchies, impacting students in their various roles as 
dancers, choreographers, and ultimately, citizens. 

Additionally, we will share our research in choreographic 
processes that question hierarchy and value the agency and 
individual voice of the performers involved. We submit that in 
some cases, this particular approach to making and performing 
reveals an authenticity and “human-ness” which can create 
access points into contemporary dance for a range of audience 
members.

Respond, Relate, Re-Vision: Using Movement 
Fundamentals to Make Dance Accessible to Children with 
Autism

Christie Owens

This movement session “Respond, Relate, Re-vision: Using 
Movement Fundamentals to make dance accessible to children 
with Autism” will provide educators with a new way to interact 
with kids with Autism while using the Four Phases practice 
in Movement Fundamentals, developed by Professor Jane 
Hawley. As a Special Education Assistant in a diverse public 
school, I witness how challenging it can be to communicate 
with students who cannot communicate their needs to you. By 
employing the 4 Phases as a teacher to better interact with our 
students, we can better prepare to meet the needs of the children 
we’re working with; we can move in a way that is playful and 
which promotes unspoken inquiry with students; we can dance 
the dances our students might be performing or feeling; and we 
can witness ourselves and the children we interact with so we 
can respond intentionally.

During this movement session, participants will be led 
through the practice of the 4 Phases and provided with an 
understanding of the Movement Fundamentals Tenets of 
Practice, introduced to basic details that pertain to working 
with kids with Autism in a K-12 setting, and workshop with 
research on Walk and Play.Walk and Play is a practiced that 
uses the simple act of walking to infuse play and dance into any 
situation from a neuroscientific standpoint and is based on the 
following concepts: 1) Mirror neurons are a type of brain cell 
that respond equally when we perform an action and when we 
witness someone else perform the same action. Everybody has 
mirror neurons, and it is our job as dance artists and educators 
to find ways to relate to every child. 2) Walking is a way to 
meet children with Autism on the same level because it is 
something they can successfully do their bodies 3) When we 
mirror the habitual actions these children do regularly while 
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walking such as jumping, stomping, singing or arm-swinging, 
they notice and interact intuitively, showing trust and crafting a 
beautifully authentic and spontaneous dance.

By combining Movement Fundamentals and practices of 
Walk and Play, educators who work with people with Autism 
Spectrum Disorder or can get a fresh take on what it means to 
cultivate Equity and Access in a K-12 setting. By examining 
how we as educators respond and relate, we can further re-
vision what dance looks like and what role it can play for kids 
with Autism.

Rethinking Dance Curricula in Higher Education in the 
21st Century

Gerald Casel

This paper examines dance education and argues against the 
binary paradigms assumed by ballet and modern dance and 
the privileges they have long held as the dominant forces 
against which dancers are evaluated in higher education. 
Addressing how Western and ethnocultural divides are 
constructed, inured, and perpetuated, this paper articulates the 
phenomena that these chasms create and re-categorizes them 
beyond geographic, cultural, and ethnic lines while proposing 
alternative means inspired by intersectional realities. These 
include: time (contemporary/classical), social imaginaries 
(abstract/narrative), gender (sexual orientation/queerness), 
(dis)abilities, and economic inequity. By placing courses such 
as African Dance, dances from Asia, or vernacular dances out 
of the margins as extracurricular, one possibility is to affirm 
and center these dance forms that embody ethnic and cultural 
characteristics, histories, and traditions that are historically 
marginalized in curricula. Since dance training is systemic, 
running the educational and recreational gamut from local 
studios, elementary and high schools, to college and university 
dance programs, this research challenges the accepted beliefs 
that dominate educational and artistic spaces. This paper also 
recognizes and presents the significance of locating the research 
within particular social, cultural, and historical contexts. 
From the relationships of urban dance clubs and voguing 
battles to somatics and wellness integration, to the identifying 
embodiments pronounced by the pointe shoe, barefoot, folk, 
and tap dancer, this paper reimagines educational models that 
can imbricate multiple philosophies and activate multiple 
kinetic and social dynamics.

Risk (with)in Safety: Choreographing Kinship in a 
Teenager’s World

Christopher Rutt, Johannah Wininsky

This is a safe zone is a popular slogan posted above the door of 
many high school classrooms. Building a sense of community 
and security in any secondary education class is likely a goal 
for many teachers. A safe learning environment is essential 
if a teacher hopes to expand young minds and push the 
boundaries of his/her students’ comfort zones. But how do we 
actually create this safe space? How do we build trust between 
adolescents in order to promote risk taking and self-discovery?
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Dance teachers, in the unique position to create such 

a space, are aware that this opportunity is not without its 
challenges. Teenagers pose a conundrum as they adhere to the 
adage, “safety in numbers;” they desire acceptance from peers 
while simultaneously seeking individuality and that which sets 
them apart.

This presentation, a combination of lecture and experiential 
workshop, will offer practical yet fresh ideas that address these 
teenage perspectives and challenges through a choreographic 
lens. We will address how the creation of a dynamic, safe 
environment facilitates risk and what curricular steps, both 
subtle and not, can be taken to build a community of explorers. 

Johannah Wininsky and Christopher Rutt have taught 
the capstone Dance Lab course at New Trier High School in 
Winnetka, IL for over 10 years. Focused on the choreographic 
process and finding one’s unique movement voice within 
an ensemble awareness, the course promotes community, 
empathy, innovation, and the freedom to fail. Methods for 
achieving these goals will be shared, including the processes of 
taking and receiving critical feedback, improvisational studies, 
choreographic revision, journaling, and identifying – in order 
to go beyond – one’s movement affinities.

This presentation directly addresses the conference theme 
by acknowledging the diverse range of movement backgrounds 
and abilities typically found in a high school dance population. 
The methods offered are accessible for everyone, from the 
novice to the experienced dancer, and seek to cultivate an 
environment where everyone’s voice is heard and honored. In 
this community, the spectrum of student experiences enriches 
the lessons and strengthens the sense of kinship.

The Role of Somatic Based Dance Practices-Gateway to 
Inclusive Access for All Movers

Elisa Cotroneo, Martha Eddy, Beth Pettengill Riley, Nancy 
Romita, Anna Rider

Somatic Movement Education includes a variety of methods 
and approaches that awaken awareness of the human body and 
deepen the student’s understanding of their body in motion. 
Somatic-based dance training is becoming more prevalent, 
offering educational processes that reach diverse populations 
by focusing less on external outcomes such as performance 
skills, and more on honoring the individual and developing 
inner listening skills. 

The panel’s questions are designed to describe somatic 
approaches for reaching diverse populations of learners with 
varying physical, cognitive and emotional capabilities. The 
panelists will discuss specific tools for working with varied 
populations and age groups. Audience members will come 
away with specific activities the panelists have found successful 
for enabling various groups of learners to develop fuller 
movement potential and sense of self. Some proposed questions 
to the panelists are as follows. How does Somatic Movement 
Education relate to Dance and Dance Education? What are 
some Somatic Movement tools and strategies for learners with 
varied cognitive, social, and emotional capabilities? 

The panelists will offer specific activities that can be 
immediately implemented into the classroom to enhance 
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learning and inclusiveness, as well as speak to the art of self-
care which somatic movement offers to both students and 
instructors alike. 

See Me as Your Dancing Friend! Strategies Used for Special 
Needs Dance Classes with Child and Adults

Janice Baker

The work of New Visons Dance Group is a collection of activity 
and strategies that have inspired able bodies to compassionate 
acts of kindness and challenged bodies to rise to communicate 
their essence through creative, expressive movement. The 
use of a partner to reflect movement choices can be a key. As 
with any population allowing for choice in music selections, 
themes that are customized to the participants creates student 
ownership. Allowing for group, partner and solo work 
enhances participant’s confidence and movement attempts soar. 
Connecting University students course work with community 
agencies participants aids in the understanding of the other in 
a way that is transformational. The work has also connected 
a private dance studio with the special needs community 
allowing for a strong family like connection. This movement 
session will lead participants through a systematic look at 
gently guiding dancers. Emphasis will be place on simple yet 
effective methods to enhance the experience for both dancers. 
Props and music samples will be shared. Hand-outs will be 
provided and correspondence encouraged.

Sensory Integration: Its Effect on Behavior and Learning, 
and How it Applies to Dance Class

Tricia Gomez

With an increasing number of students presenting with learning 
differences, sensory integration difficulties, and other physical 
challenges, there is a growing need for adaptable programs 
that are inclusive or specialized. Research is showing the 
benefits of rhythm, timing, sound, and movement in relation 
to neuroplasticity, motor coordination, and self-regulation. 
As dance educators, it’s important to be well versed with 
tools and strategies that go above and beyond basic dance and 
performance technique.

When equipped with cross-disciplinary education, we 
can make a substantial difference for all students via dance 
that spans all 5 developmental domains. This is especially 
beneficial for students who lack opportunity to participate in 
inclusive group classes.

During this workshop, dance educators will be introduced 
to the concept of how our behavior and learning abilities are 
affected by our internal and external environment through 
sensory integration. We will discuss practical applications of 
sensory input via specific dance movement and dance-related 
activities to help with motor coordination, self-regulation, 
arousal levels, attending to task, learning styles, and sensory 
needs. While the material presented in this workshop is 
focused on students with learning differences often seen in 
diagnosis such as Autism and Down syndrome, it is certainly 
applicable to students of all abilities. Through lecture and 

embodied movement, attendees will not only hear how sensory 
integration can affect the body and brain, they will also feel its 
effects as well.

With the information learned in this workshop, dance 
educators will have a better understanding of how customized 
class content and teaching strategies can drastically improve 
participation opportunities and success outcomes for students 
who are differently-abled.

Shapesville: Where You Can Be U -- A Multi-Community 
Arts Integration Project

Sandra Perez (BA, MA, CMA), Debra DeVoe (BA, MA)

This presentation addresses the conference question, “How 
can the private studio, higher education, performing arts 
organizations, and K-12 sectors work together to improve 
dance education in their communities?” It will provide practical 
and relevant ideas for bringing dance sectors together and will 
outline the process of a 3-year arts integration project entitled 
Shapesville: Where You Can Be U: A Community Project. This 
project explored the topics of diversity, body image, community 
building, self-expression and creating a positive self-esteem. 
Through using multi-arts modalities, creative dance, Laban 
Movement Analysis, discussion, writing and performance, 
students from each of the represented communities of higher 
education, a community arts center and a k-12 classroom were 
able to bring the characters and the town of Shapesville* to 
life through adapting the book into dance. This action research 
explored the use of the book Shapesville as a starting place for 
discussions around these sensitive topics and looked at how 
dance and performance could lead people into self-discovery, 
self-expression, self-care and self-love. By delving deeply into 
the text of the book, participants in a college modern repertory 
class collaborated with the professor to create the five main 
characters of the book into movement. 

Subsequently a similar process of arts and dance integration, 
writing, and discussion was used in two other community 
sectors. These students were able to create their own original 
characters that were adapted into the book and dance. These 
final adaptations were then performed live while the book was 
narrated. Other artwork that was used in the development of the 
characters also became part of the final production and served 
to become important to the process and curriculum developed. 
Finally a college dance pedagogy class used this project and its 
themes to explore dance pedagogy, to assist in the community 
workshops and gained practical fieldwork experience. The 
presenters will share some of the triumphs and challenges that 
were faced by the students and collaborators and a viewing 
of performance excerpts will illustrate some of the creative 
strategies used in development of the choreography. A literacy 
based creative dance best practice will be shared and practiced 
by participants. The collaborators will discuss protocol for 
creating and implementing community-based partnerships; the 
interdisciplinary learning outcomes and standards addressed 
in Art, Dance, Language Arts and Math, and what was 
learned through the partnerships, the creative process and the 
performances.



So…When Are We Going to Start Dancing? An Inclusive 
Approach to Dance Pedagogy

Amy Lang-Crow, Katrina Brown, Jennifer Florey, Lisa 
Wilder, Mila Parrish, Georgia Haywood

As educators, our job is to prepare our students for the challenges 
ahead of them. Skills necessary for success are not the rote 
memorizations of facts but the ability to work collaboratively, 
to think creatively, to innovate and solve challenging problems. 
Students need instruction which supports the development of 
21st-century learning skills of communication, collaboration, 
and creative thinking. Movement-centered critical thinking 
activities provide opportunities for students to learn about 
themselves, to question what they think, feel and know, to 
encourage them to find their voice, to become confident in 
their own opinions, to respect differing opinions and to work 
collaboratively.

Traditionally dance classrooms silence our dancers, 
praising only their athleticism and providing little opportunity 
to articulate what they think. Skilled teachers scaffold dance 
content, creativity, collaboration and self-expression to form 
stunning curricula that address the needs of all. They create 
opportunities to guide their students toward development of 
intellectual discipline and create engaging curricula which 
requires a dynamic blending of kinesthetic and thinking skills for 
conceptualizing, applying, analyzing, synthesizing, evaluating 
information gathered from or generated by, observation, 
experience, reflection, reasoning, or communication. 

However, at times, the best intentions fall flat. Dedicated 
teachers, with the goal of thoughtful core subject integration, 
create curricula, addressing 21st-century skills and the needs 
of students and is met with confusion, disinterest and even 
resistance. Student withdrawal is palpable, the typically 
energized dance class is silent and a question makes its way to 
the front of the class “so… when are we going to start dancing? 
Defeated and discouraged, we struggle to justify why class 
time is being spent brainstorming, researching, and planning 
rather than working on double pirouettes or choreography for 
the next concert.

How can we help our students understand the importance of 
comprehensive curricula, value their own ideas, their capacity 
to plan, analyze, deconstruct and create equal to that of a 
combination of steps? How can we more effectively layer time 
spent in the “doing” of dance and the “thinking” of dance? 

In this session, we present an approach to curriculum and 
instruction including the ability to (a) consider bias, to identify 
and evaluate assumptions, clarify and interpret expressions 
of ideas, analyze, evaluate and produce explanations, and 
analyze, evaluate and make decisions. We seek to further the 
conversation around how to encourage our students’ discovery 
of more inclusive holistic viewpoints of dance as the dynamic 
intersection of community, artistry, athleticism, and critical 
thinking.

Somatic Dancing: An Inclusive Approach

Elizabeth Shea

It is not unusual for tribal mentalities to permeate communities 

of dance students at any level of study; we see this particularly 
in higher education where individuals come together after 
years of training in different genres. Past experiences, as well 
as movement affinities and preferences, can limit a dancer’s 
receptivity to new ideas and concepts, as well as hinder 
community-building within cohorts. Employing a somatic 
approach to dancing can help remove boundaries and help 
conceptually unite movers as they work toward common goals.

This session offers new vehicles for pre-collaborative work 
and addresses both dance technique and dance-making. Warm-
up experiences include “moving conversations” that help 
identify undiscovered areas of commonality. Phrase work is 
built from organic body rhythms and functions that transcend 
specificity in technical training, such as breath, momentum, 
and gravity, and are tailored to individual responses; dancers 
can move together as a group while maintaining a sense of 
personal freedom. Also introduced is “gifting,” a novel tool for 
dance-making that allows dancers to share their own devised 
work with peers. Once a “gift” is received, it can be re-made, 
expanded, or continued, creating new insights for both givers 
and receivers. This inclusive approach creates an atmosphere 
of more, not less, where nothing is eliminated, but rather 
gathered and assimilated.

Somatic dancing can offer broad access to movement 
experiences as it is not a formal genre, but rather a conceptual 
tool that creates embodied knowledge. For example, dancers 
working on the concept of release in different techniques can 
experience moving together and learning from each other. This 
type of practice also creates a sense of equity, in that values are 
not assigned across differing courses of study. 

A theory-into-practice methodology was utilized in creating 
this session where current research in embodied cognition 
serves as the basis for selected practices and exercises. 
Observational and anecdotal information gleaned over time 
of many diverse groups of dancers have indeed shaped and 
directed the tools presented.

Somatics - Cultivating a Pedagogy of Inclusiveness

Sherrie Barr, Anne Burnidge

As a body of knowledge, somatics can be likened to a container 
holding numerous modalities. Each one encourages movers to 
develop an awareness of self in a unique fashion, to hone careful 
listening of one’s body in the moment of doing. Deconstructing 
somatics through a different lens, this body of knowledge can be 
interrogated as universal; a philosophical dialogue intended to 
encourage engagement with others through mind-body action. 
If the first viewpoint highlights individuality, advocating for 
each person’s uniqueness, the latter encourages an individual’s 
presence within the larger world. Making sense of how these 
differing views coexist invites an envisioning of somatics 
as overlapping spheres of inclusion, a practice that not only 
honors but also necessitates competing perspectives. It is this 
assertion that will undergird our presentation. 

Using a methodology aligned with contemporary feminist 
inquiries, we will interrogate writings of key somatic 
practitioners, educators, and theorists while also reflecting 
upon our own experiences. Our intention is to illuminate 
somatics as a means for attaining a deep awareness of self as a 
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springboard to inclusivity. By examining principles embedded 
within somatics, we can probe ways in which these principles 
may be used to cultivate a pedagogy of inclusiveness that 
simultaneously embraces shared commonalities as well as 
differences within the moment of doing. Somatics, then, can 
be reimagined as a holistic pedagogical practice that is greater 
than the summation of discrete modalities. Surely, this notion 
holds poignancy in today’s world of dance education; somatics 
is increasingly present in our classrooms, especially in the 
teaching of technique, dance making, and pedagogy itself.

We plan to present our research as a conversation with each 
other to both interrogate and further illuminate possible spheres 
of inclusion. We wish to bring to light ways in which somatic 
principles can cultivate an awareness of self in community. 
This awareness is so imperative for engaging productively and 
creating connections that foster trust and peaceful interactions. 
In doing so, we as educators, practitioners, and humans can 
embody somatics as a practice and model for cultivating 
inclusiveness through the understanding of self, other and the 
intrinsic relationships that exist in our ever more fragmented 
world.

Somatics and the Ballet Class: Fostering a Holistic Ballet 
Education for All Students

Catherine Inzirillo

For the last forty years, dance training has been influenced and 
enhanced by the somatic field. Teachers of modern dance have 
typically been more open to the inclusion of somatic principles 
in dance training than their ballet counterparts, partially due 
to the shared beginnings between somatics and modern dance. 
When considering the highly competitive and virtuosity-driven 
dance world of today, it is becoming more important for teachers 
of all genres, particularly those teaching the foundational genre 
of ballet, to be open to more well-rounded teaching approaches 
that can benefit dancers’ overall physical and intellectual 
training and mental well-being. One such method is teaching 
via a somatic approach, which implies focusing more on how 
movement feels than how it looks. Implementation of somatic 
principles such as breath connectivity, sensory attunement, 
anatomical imagery, and constructive rest can better equip 
dancers of all ages, physiques and ability levels to dance 
safely and efficiently within their own bodily means. A somatic 
approach could also create a more nurturing and welcoming 
class environment.

In this paper, I present a new perspective on how and why 
incorporating somatic principles into classical ballet pedagogy 
can promote a more holistic and inclusive education for all 
students. This research benefits the dance field by contributing 
to the existing literature on the integration of somatics into 
dance training, and offering ideas for different pedagogical 
approaches. My proposal relates to the conference theme by 
addressing the question, “What approaches do we use to cultivate 
equity in dance education?” It is my belief that a conscious 
somatic approach to teaching classical ballet technique could 
promote equality among all students by fostering individuality 
and lessening the emphasis on conforming to a specific physical 
aesthetic. This paper follows a logical topical progression via 
the following discussion points: historical context for the 

somatic field and its relationship to ballet; somatic principles 
common to the majority of somatic practices, as well as 
ways in which they could be successfully implemented into 
ballet classes without disrupting the traditional class flow; the 
pedagogical practices of ballet teachers and scholars that are 
currently teaching in a holistically somatic fashion; the reasons 
why and ways in which this integration of somatics into ballet 
classes is beneficial and necessary for today’s students of the 
art form. I followed a qualitative research methodology, as 
identified in Penelope Hanstein’s book Researching Dance: 
Evolving Modes of Inquiry.

The Somatic-Weight Lifting Dancer: Can Somatics and 
Conditioning Intersect in a Dancer’s Life?

Emily Crofford 

As moving artists, dancers fall into both the realms of physical 
fitness and artistry. Dance places the human body as the vessel 
in which art is both created and presented. Somatics offers 
dancers the ability to create a deeper connection to their bodies 
while conditioning allows them to further develop the stamina 
and strength needed for dance.

In dance, the benefits of both somatic practices and 
conditioning on a dancer’s overall ability and wellbeing are 
well documented. There is literature that actively supports the 
incorporation of both somatics and conditioning into a dancer’s 
daily practice. However, the fields of somatics and conditioning 
are often kept separate when applied to dance. This qualitative 
research study looks to create a stronger connection between 
somatics and conditioning. 

This presentation will reflect the findings from a 
postpositivist/interpretative research study. This study aims 
to find if the fields of somatics and conditioning can coincide 
and directly influence one another in a dancer’s life. The 
presentation will offer a discussion about prior research on 
the benefits of somatics and conditioning on a dancer’s ability. 
Furthermore, this presentation will present the findings to the 
question; if somatics and conditioning can directly impact and 
improve a dancer’s overall ability, is it possible to bring these 
two fields together? 

Often, somatics and conditioning have opposing beliefs. A 
benefit of this research and presentation is the potential to bring 
these two fields together. There is clear evidence of how these 
respective fields impact a dancer’s life, however, rarely does 
the discussion involve how to combine these two fields. This 
presentation will offer a fresh perspective by combining these 
two fields in a discussion that looks equally at their shared 
benefits on a dancer’s life.

Something Old, Something New - Marrying Harlem’s Rich 
Dance History to Popular Culture

Colleen Pictor (MA, BFA)

In creating a public school dance program from scratch, 
connection to and inclusion of the broader neighborhood 
community is crucial to the success of the program. This is 
such a case for a public school in Harlem. In an effort to garner 
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student buy-in the dance classes incorporate dances from 
contemporary popular culture such as Juju on that Beat, Hit the 
Quan, and the Whip NaeNae. After promoting this buy-in and 
student engagement, broader connections are made to Harlem’s 
rich cultural dance history. Exploring the Cotton Club, the 
Savoy Ballroom and the Apollo Theater students are exposed 
to important artists and works that sculpted Harlem into a major 
arts hub of New York City. Students learn various dance styles 
that emerged from those venues, and they are able to draw 
connections between social dances of different time periods. 
Not only does this promote higher order critical thinking, but 
it sparks conversations between students and their families 
and members of the Harlem community at large. In meeting 
the Harlem dance community where they are and embracing 
where they have been, the program builds a sustainable dance 
community that is historically conscious, culturally relevant 
and able to respond to the political climate of the moment by 
creating a new era of arts production in Harlem.

This format of connecting contemporary icons with 
historically significant dances could be applied to any dance 
program wishing to connect with the surrounding community. 
It benefits both the fields of dance and dance education by 
serving as a platform to promote dialogue amongst students 
and community members linking dance with other important 
cultural events from the area. By providing a familiar lens for 
students, embracing the new dances of their times allows them 
a reference point to explore the canon of historical dance works 
relevant to the diverse Harlem community, and it legitimizes 
the values of these dances in the line-up of the classical 
dance canon. This promotes inclusion and dance access for 
all students, regardless of race, gender, or socioeconomic 
status, thereby embodying the theme of dance education for 
all. It solves the problem of trying to create a sustainable 
dance community within an elementary school in Harlem, a 
community that has established roots in historically significant 
dances and reaches its leaves out as new dances continue to 
emerge.

Space Harmony: A Means to Inclusion

Dale Andree

The space that we occupy and the respect for that space is 
fundamental to who we are. Equity comes with being seen and 
inclusion comes with acceptance. How do we place ourselves 
in the world around us? How do we perceive the way others 
place themselves in that world? Space is what holds us and 
what divides us. Through Laban’s exploration of Space 
Harmony we can begin to understand what is intrinsic to our 
nature and how we navigate through an ever expanding and 
complicated world.

In this movement workshop we will explore the choices that 
we naturally make in movement and observe them in relation 
to the choices made by the other participants. Exploring 
Dimensions, Planes, Reach Spaces and the dynamics that result 
can give us an interesting perspective on the choices we make, 
the choices of others and the resulting connections. How do we 
shape the space that lies between us? What is the significance 
and dynamics that rests in that space?

The workshop will begin with a clarification of the spatial 

elements, observing the simplicity and clarity within the 
Dimensions, the increased mobility that occurs in Planes and 
the range of movement in Reach Spaces. The participants will 
create a short personal phrase. Working with a partner they 
will exchange phrases and explore ways to interweave their 
movements into a duet. Through discussion we will address 
what discoveries were made in relationship to themselves and 
to their partner.

Equity and access come with recognizing that by embracing 
individual differences we enhance our understanding of 
movement and life. Working with many different populations I 
have found that true connection comes through understanding 
and respecting the space that another occupies. The potential 
for students to become aware of their ability to shape the space 
around them changes their relationship to their own bodies as 
well as to those of the dancers with whom they engage.

Step One: Undoing Racism

Erica Lynette Edwards, Linda Swayze, Evelyn Sanchez

When speaking about the lack of equity and access, one must 
recognize the root of the problem - racism. 

Although we cannot undo systemic racism in a session, we 
can explore its faults and how it affects the students we teach. 
Members of this panel have attended undoing racism training 
and will discuss their newfound perspectives as they relate to 
race and dance education. Having this frame of reference will 
give a strong foundation as we focus on providing high quality 
arts education to all classrooms.

After addressing the root of the problem, this panel will 
share best practices. How do we prepare teachers with strategies 
for working with students from different backgrounds? What 
is high quality arts education? How does it shape the way we 
relate to students? What is happening locally or globally that 
impacts student behavior? There are often barriers for students 
of color, and we will proactively discuss possible obstacles and 
solutions for youth.

Participating in dance at school is transformational for 
students of all ages. Self-expression through dance has given 
students the opportunity to creatively address their lived 
experiences including bullying, gun violence, and social 
justice. It provides the opportunity to process difficult subjects 
while also experiencing the joy of dance. Additionally, students’ 
social emotional learning and life skills see tremendous growth 
when reiterated through a passionate teacher. Every student 
deserves access to this character development. With this in 
mind, we will examine the need for consistent and sustained 
programs which develop an authentic approach to community 
partnership and impact.

Sweet Steps: Creating an Inclusive Dance Class for Students 
Living with Type One Diabetes

Deanna Paolantonio

The body is a complex and intricately organized instrument. 
As teachers of dance, it is our job to guide students in building 
a positive relationship with their moving bodies so that they 
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may fully explore movement possibilities in a safe, inclusive, 
and equitable environment. That task becomes more difficult 
when faced with the challenge of working with students whose 
relationship to their body is affected by chronic illness. This 
paper focuses on type one diabetes, also known as juvenile 
diabetes, which is typically diagnosed in children and 
teenagers. It is the autoimmune form of diabetes which attacks 
the pancreas leaving the diagnosed completely dependent 
on insulin therapy. What happens then when a person must 
become a pancreas? Moreover, how can we assist our students 
in dealing with the emotional stresses that coincide with 
constant blood sugar management during dance class?

Central to this study is a discussion on both the physical 
and emotional considerations for teaching dancers with type 
one diabetes. Commonly used technology and treatment will 
be briefly discussed, as well as basic safety measures in case 
of emergency. The main focus for pedagogical intervention to 
be highlighted stems from idealizations of the dancing body. 
In dance, unlike sport, the body is assessed both on technical 
ability and visual appeal. This is a leading difficulty for 
dancers dealing with type one diabetes who may wear medical 
equipment (i.e. insulin pump, continuous glucose monitor), 
must use insulin (i.e. raises potential weight fluctuations), and 
continually monitor and control blood glucose (i.e. testing with 
a glucometer, fear/prevent high or low blood sugars).

Using conclusions drawn from her field research teaching 
dance at diabetic camps the author presents this pedagogical 
approach through lived experience. Having collected responses 
from participants at these dance events the researcher has 
identified the most prominently expressed sentiments, coping 
mechanisms, and concerns of type one dance students. These 
responses bring new insights into how teachers can make their 
classrooms a space where a positive relationship between 
dance and continued care of type one diabetes can be fostered.

Teacher Evaluation: Demonstrating Teacher Effectiveness 
through Authentic Performance Assessments

Lynn Monson, Virginia Stodola, Kelli Abramovich, Andrea 
Downing

Our presentation will outline the process undertaken by one 
state to meet the requirement of assessing student growth and 
achievement for teacher effectiveness. It outlines Arizona’s 
process to provide authentic student dance assessments for 
teacher evaluation through the use of a Student Learning 
Objectives (SLO) model. Implementation of this model has 
provided the dance teachers the opportunity to use multiple 
measures for student growth/achievement data aligning 
standards with performance rubrics. The presentation will 
focus on lessons learned so other states might adapt this 
process as their own. 

In this era of teacher effectiveness and evaluation, dance 
teachers must have authentic student assessments that are 
rigorous, valid, and measure the learning that happens in a 
dance class, and can be used to evaluate teacher effectiveness. 

While many states are developing SLOs and unit 
performance assessments, Arizona has created summative 
student performance assessments for a full course of study. 
A grass roots effort and collaboration between the Arizona 

Department of Education and the Arizona Dance Education 
Organization, our model has empowered dance teachers in 
the field and provided them important support to develop the 
student performance assessments that will be used for teacher 
evaluation. 

Since 2010, Arizona’s state assessments have focused on 
math and reading scores. Non-tested subjects have had to 
rely on school-wide data for teacher evaluation. While dance 
educators are following the same SLO process as all other 
subject areas, they now have their own dance assessments, 
putting them on the same playing field as all other educators. 
It sends a statement that dance is an equal and valid part of a 
comprehensive curriculum, and can be assessed as rigorously 
as other disciplines. As a state model, all dance teachers will 
have access to quality performance assessments to provide 
better access to a well-rounded education for students. 

Our presentation will share Arizona’s SLO process, 
developed by the Department of Education. We will discuss how 
two groups of dance teachers in the field were then trained in the 
SLO process, worked together to develop the authentic student 
performance assessments, and piloted the process. We will share 
the baseline and summative assessments and accompanying 
rubrics implemented in the classroom in the second year, and 
finally some of the data that teachers collected and analyzed on 
the growth and achievement of their students. Access to ADE’s 
website listing of all summative assessments will be shared.

Teaching Authentic Jazz outside My Comfort Zone: A Model 
For Inclusive Engagement

Karen Hubbard

This presentation Teaching Authentic Jazz Dance Outside My 
Comfort Zone: A Model for Inclusive Engagement directly 
relates to the NDEO Conference 2017 theme Cultivating Equity 
and Access: Dance Education for All. This heartfelt, in-practice 
presentation describes my efforts identifying and securing 
non-traditional support for the purpose of fairly including and 
effectively instructing a legally blind student who enrolled in my 
Vintage Jazz Dance course at UNC Charlotte. 

One week prior to the start of spring semester 2016 classes 
I was sent an email from Campus Disability Services informing 
me a visually impaired student enrolled in my Vintage Jazz class 
would require assistive technology and alternate format for print/
visual materials. Vintage Jazz Dance is an experiential course 
so I was flummoxed when the student who had been described 
as having a visual impairment turned out to be legally blind. 
The young man was in fact transported to and from classroom 
buildings via a Campus Disability Services Safety Vehicle.

Over 3 decades of teaching dance studio and lecture courses 
in higher education I have engaged with an array physically, 
emotionally, and/or neurologically challenged students. However, 
now, and at this late date in my teaching career I sat on the horns 
of an instructional dilemma; while I am aware of equal access 
legalities and I remain firmly committed to inclusiveness; how 
would I effectively engage the young man in course content while 
ensuring the safety of all students enrolled in class? Literature I 
accessed at that time focused on dance classes populated entirely 
with blind students. I began navigating new terrain totally 
unprepared. 

Teaching … Outside My Comfort Zone:… summarizes 
rushed attempts to secure non-traditional support from Campus 
Disability Services. The presentation also describes teaching 
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methodology that resulted in the successful engagement of a 
legally blind student in Vintage Jazz Dance and that served as well 
as a model for subsequent experiential teachers when at the end of 
spring semester the student expressed interest in becoming a dance 
minor. In addition to sharing my teaching experience/observations, 
the presentation captures interviews with the student, and his 
teachers/peers in other classes including Pilates, Modern Dance, 
Ballet, Music for Dance, and Dancing for Choreographers.

Teaching Dance in Homeless Shelters in New York

Victoria Shadle, Lauren Humm Fakete

House of the Roses Volunteer Dance Company, Inc. (HOTR) 
brings the joy of dance, movement, and creative self-expression 
to at-risk children and youth in New York City homeless shelters 
and community centers. This school year we have more than 40 
Volunteer Teaching Artists co-teaching weekly workshops at 
8 homeless shelters and community centers across Manhattan, 
Brooklyn, Queens, and the Bronx. Through free weekly dance and 
movement workshops our children discover the power of dance 
to lift us up and the rewards of teamwork and participation in a 
creative community. In addition to weekly classes, students are 
given opportunities to perform their own choreography and be 
celebrated for their hard work and artistry at public performances. 
We also provide monthly professional development trainings for 
Volunteer Teaching Artists on subjects ranging from classroom 
management to dance therapy techniques. 

During this movement workshop, conference attendees will 
experience our teaching philosophy and curriculum firsthand 
by participating in a typical HOTR class as if they were one 
of our students. Like all of our HOTR lesson plans, this class 
will incorporate dance therapy techniques, student-generated 
choreography, and a reflection. There will also be a brief 
presentation on the history and structure of HOTR and what we’ve 
learned from working with homeless and at-risk children over the 
past decade. Lastly, participants will have the opportunity to ask 
questions both about the logistics of running a program like HOTR 
and working with homeless and at-risk populations. 

HOTR’s mission to bring dance education to children living 
in homeless shelters not only makes dance more accessible to a 
marginalized community, but also challenges us as educators. 
HOTR Teaching Artists are tasked with incorporating dance 
therapy into their lesson planning and creating a classroom 
environment that is challenging for returning students while still 
being accessible for the new students that could show up at any 
time over the year without notice. We are taking a fresh look at 
the intersection of inclusive dance education and dance therapy 
techniques and the assets and challenges of a having a completely 
volunteer teaching staff. 

We at House of the Roses are proud to provide dance education 
to children that would other not have access to weekly dance classes 
and performance opportunities and to provide this workshop 
opportunity for our fellow dance educators to actively engage in 
the conference theme of equity and access in dance education.

Teaching Handstands and Other Cool Tricks: A Somatic 
Approach to Skill Acquisition

Daniel Reichert (MFA, CLMA, RSMT)

Inversions are a basic part of capoeira training and the method of 
teaching them to adults with little to no movement background has 

been around for hundreds of years. This workshop will introduce 
an approach to skill acquisition through somatic scaffolding based 
upon how handstands are taught in this Afro-Brazilian art form. 
We will learn how to safely teach handstands, but will focus on 
the process in order to generalize the information to create safe 
and effective building blocks for our students who want to learn 
cool tricks other than handstands. By building from laying prone 
on the ground, to supported inversions, to unsupported inversions, 
we will demonstrate and discuss the reason behind each step in 
the progression. While this is an experiential workshop, you are 
welcome to observe, no movement will be required. We will teach 
the material in order to discuss it in depth.

The processes taught in this workshop apply not only in 
diasporic dances, but also in modern and contemporary western 
dance forms. By sharing the knowledge and practices of non-
western dance forms, we bring more voices into the room and 
include new perspectives. By sharing both the process and the 
origin of the process, we make sure that we value the origins of 
practice. This is especially important as we change contexts. The 
method skill acquisition can be applied to many movements aside 
from handstands, from aerial tricks, to turns.

Teaching Social Responsibility and Encouraging Advocacy 
through Dance Appreciation and Dance History Classes

Haley Hoss Jameson (MFA, BS)

Today’s political and social climate in the United States shows that 
now, more than ever, personal responsibility, social responsibility, 
and advocacy are needed. If it is not being taught in the public 
schools, in a person’s home, or in private institutions, we must, 
as a field, teach our dancers to be advocates. We must teach our 
students to be advocates in order to open channels of access to all, 
not just the privileged few. How do we teach advocacy? In my 
experience, many college aged students come to dance through 
one or two avenues, and have very narrow views of what dance 
is, how it should be expressed, who should be able to dance, and 
how to proceed with their own futures in this field. This session 
will share how I use the lens of a non-discrimination statement to 
look at dance as a form of personal identity, social identity, artistic 
expression, a voice to combat oppression, and a way of knowing 
and interacting with the world around us.

Students participate in several group research projects in each 
of the areas of a “typical” non-discrimination statement: race/
color/national origin, religion, sex/gender/sexual orientation/
gender identity, age, and disability. This, along with dance 
experiences, video and live dance viewing, and personal research 
projects, fosters lively discussion, and eye-opening experiences. 
This paper will share several semesters worth of reflections from 
students, samples of their work, and thoughts on future iterations 
of these classes. The benefit of utilizing this framework in teaching 
our students history and appreciation of dance classes is fueling 
students’ desire to engage in advocacy for themselves, our field, 
and dance education for all.

Theatrical Jazz through the Brain Compatible Lens

Danielle Pierce-Master

As the Elementary Dance Educator at the Spence School, an all 
girls K-12 College Preparatory school in New York City, I’ve been 
asked to take what was previously a ‘Ballet based’ curriculum and 
create a program that is more culturally relevant, more racially 
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inclusive, and appropriate for my young learners. A conceptual 
approach to Jazz Dance has been a key element in the journey 
towards creating a more racially equitable dance curriculum. 

The inclusion of Jazz in a holistic dance curriculum allows 
students to explore dance from a range of perspectives while 
incorporating a more diverse movement vocabulary. Looking at the 
African roots of Jazz allows students of color an opportunity to see 
themselves represented in the curriculum, while studying a range of 
Jazz styles helps students to broaden their movement vocabularies. 
From exploring West African dances to the steps of the Charleston 
or the Lindy to the styles of Cole and Luigi, Jazz brings different 
voices to the classroom, providing students with a broader, more 
inclusive understanding of what dance can be. Despite being an 
American cultural form, Jazz Dance is often under represented 
in academia. Giving Jazz a strong presence in the elementary 
curriculum helps to create a program that values diversity and 
provides a more equitable experience for all students.

My workshop will demonstrate ways to use the five-part lesson 
plan developed by Ann Green Gilbert for Jazz class, a tool that can 
be used for all levels. The conceptual approach has allowed me to 
teach big ideas to my young students. Jazz, as taught in studios, is 
often taught primarily through a “cued response” or “command” 
style, with a warm-up, across the floor and combination, forgetting 
the important element of improvisation, a defining characteristic of 
the form. Gilbert’s framework makes space for both improvisation 
and technique skills and is a wonderful tool for teaching Jazz to 
young dancers. Participants will leave with a ready to use lesson 
plan for upper elementary students that will be easily adapted for 
other levels.

Tools to Foster Individual Growth and Creativity in a Mixed 
Level Dance Class.

Ryan Corriston

At a young age I fell in love with the feeling of movement. Whether 
it’s in a basketball game, skiing, surfing or dancing, I simply love 
the feeling of using my body to move through space. In teaching, 
my main purpose is to help students fall in love with movement 
too. If I am successful in that area, then elements such as technical 
progress, movement efficiency, performance ability and musicality 
will fall into place. 

When I think about equity and access, I think about the 
environment I strive to create in one of my university dance classes 
where there is a wide range of ability levels. A student with ten 
years of experience can be personally challenged and have a great 
experience, and at the same time, a student who has never taken 
a dance class before can be introduced to some new ideas on 
movement and not be overwhelmed. I also think back to 1983 and 
my classes at The Creative Dance Center in Seattle when I was an 
8-year-old boy and it wasn’t cool to dance. I remember wearing 
sweats and a t-shirt and exploring “the forest” in a physical and 
creative way or seeing how many milk cartoons I could jump over. 
I loved those classes! If I had been wearing tights and the goal was 
to lift my leg as high as possible, I never would have continued 
dancing. Instead of being threatening and competitive, I found a 
safe and fun environment that made me want to learn more, shaping 
who I am today.

In this movement session, we will dance together and I will 
demonstrate ways to teach a class that is accessible to mixed 
abilities and ages. This class will be influenced by three of my 
mentors: Anne Gilbert, who shaped the first 8 years of my dance 
experience and showed me the incredible ability of all ages to 
create and make choices; Hannah Wiley, who taught me so much 
about dance in higher education and teaching pedagogy; and Doug 

Varone, who shared many ideas about his creative process that he 
would use on professional dancers as well as 5th graders! Whether 
you are teaching dance in higher education or a K-12 public school, 
you will come away from this class with tangible ideas for your 
own teaching as well as for your students’ growth and creativity.

Transfer Students in Higher Education: Facilitating a Smooth 
Transition

Michelle Nance (MFA, BESS), Genevieve Durham DeCesaro 
(MFA, MA, BFA), Darla Johnson, Jayne King (MFA, BA), 
LeAnne Smith (MFA, BS)

Many students navigate their way from two-year to four-year 
institutions of higher education with ease, while others struggle. 
Sometimes, it is difficult for a student to find a “sense of place” 
when transferring into a larger institution. This panel will examine 
the insights of educators/administrators from both two-year 
and four-year institutions who have witnessed the characteristic 
challenges faced by transfer students. Conversely, the panel will 
also address the unique talents and experiences transfer students 
bring to four-year institutions.

The panel’s intent is to deliver a fresh perspective on the plight 
of transfer students via anecdotal evidence and open dialogue. 
Relating to the conference theme, the panel will share best practices 
for preparing, advising, and educating transfer students in a such a 
way that promotes equity and access to the curricular sequence, 
extra-curricular opportunities, and financial aid. The benefit of this 
dialogue is to uncover challenges and present practical solutions 
for student success in four-year institutions, regardless of transfer 
status.

Questions to be addressed in the panel include: What are 
the specific challenges financially, academically, emotionally, 
culturally, and otherwise for transfer students? How can educators 
help to ease the transition for students transferring into four-year 
institutions? How does curriculum design promote or inhibit the 
matriculation of transfer students? What is the responsibility of 
educators, administrators, and advisors to advance equity and 
expand access to transfer students?

Umfundalai, CityDance, and the DREAM

Monique Walker

The Umfundalai contemporary African dance technique was 
created and initially developed in the community of Buffalo, NY 
by Dr. Kariamu Welsh, while attending the University of New

York at Buffalo in the late 1960s and early 1970s. Her 
experiences with the youth of Buffalo offered a holistic, cultural 
experience through dance classes and performances; and would 
cultivate a community of dance and teaching artists for years to 
come. Umfundalai’s impact would extend beyond Buffalo, and 
develop into an international community that continues to create 
cultural dance education opportunities for people of all backgrounds 
and experiences. 

Teachers of the technique often quote Dr. Welsh when sharing 
with their classes: “Umfundalai accepts you as you are and where 
you are.” It is this accepting and encouraging class environment 
that has positioned Umfundalai as the preferred dance technique 
for the CityDance DREAM program’s African Diasporan class 
curriculum. CityDance DREAM is a nationally recognized after-
school program. The program serves students from underserved 
Washington, DC communities, grades three through twelve. 
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Students receive dance classes, performance
opportunities, mentoring, tutoring, and college counseling. 

DREAM’s mission is “to use dance as a pathway for youth to 
graduate from high school, discover their potential and pursue their 
dreams.”

Umfundalai was first introduced to DREAM students in 2011 
through the work of teaching artist Monique Walker, while on 
faculty with CityDance’s School and Conservatory. The technique 
innately aligned with DREAM’s youth development goals, and has 
become integrated n the program’s dance curriculum. As DREAM 
continues to expand its mission making dance education available 
to as many Washington, DC children as possible, Umfundalai is 
one of the few cultural techniques included in this expansion.

This experiential workshop will share the budding relationship 
between the Umfundalai African dance technique and the CityDance 
DREAM program; its successes; and areas for growth, as a 
paradigm for making culturally based dance techniques applicable 
for all. Participants will xperience three tenets of the technique 
shared in every DREAM class, (1) Nanigo – a welcoming circle; ( 
2) N’dmira Zuwa – class transitionary period, and, (3) Walk Strong 
– affirmation of self and community. The presenter will also share 
how this relationship is an example transferable and inclusive to all 
communities, in all sectors.

Unjuried and Uncensored: Making Space for a Thriving Dance 
Community

Betsy Miller

AS220 is an artist-run organization in Providence, Rhode Island. 
Founded in 1985 on the principle that freedom of expression is 
crucial for the development of strong communities and individual 
spirits, it is committed to providing an unjuried and uncensored 
forum for the arts. AS220 makes its facilities and services available 
to any artist who needs a place to exhibit, perform, or create original 
work and its classes and public-access studios are among the most 
affordable in the nation. AS220’s vision has earned a national 
reputation synonymous with an egalitarian, accessible approach 
to creative community – offering an alternative to the obstacles of 
conventional presenting venues. 

From 2013-2016, I had the great privilege of serving as the 
first Dance Coordinator and Dance Program Manager at AS220, 
facilitating the growth of the organization’s dance program from 
a few weekly classes in a neglected studio into an economically 
sustainable and thriving space for movement education and 
performance.

In this presentation, I will share success stories and lessons 
learned through my experience, including an emphasis on practical 
action steps and the importance of concrete thinking in vision-
driven environments.

Using Folk Dance to Teach Music and Dance National 
Standards in the Elementary Ed Classroom

Amelia Brame

In this session, participants will explore the use of folk dance 
to teach both National Music Standards and National Dance 
Standards. Often dance educators find themselves in situations 
where they are highly qualified to teach dance education, but they 
live in an area where dance education is not found. This requires 
our dance educators to find other means to teach what they know, 
in conjunction with another academic area. This session will 

investigate techniques, curriculum and research on how to teach 
music and movement through folk dance and folk music. It will 
provide elementary school educators with a folk dance movement 
experience and an easy to use resource that will guide them through 
this process so they may see their students grow both musically and 
physically.

This action research project asked the question, “What would 
a folk dance curriculum with a music standards emphasis look 
like for grades K-6?” The goal in this session is to offer you a 
movement experience, make connections to National Dance and 
Music Standards and to offer a folk dance curriculum that is age‐
appropriate based on Jacques Dalcroze and Howard Gardner’s 
learning theories on movement and music learners in the classroom. 
To close the session, results will be shared from the classroom 
which include students achieving the National Music Standard as 
outlined, students creating a meaningful connection to a different 
culture through mindful listening and culturally responsive 
teaching.

Using Laban and Viewpoints to Empower Students’ Expression 
and Connection to Choreography

Courtney Laine Self, Megan Doyle

Creating a dance education environment that continually adapts 
to the needs of a variety of students using only traditional dance 
pedagogy can be a challenge. How can we, as educators, find 
innovative ways to challenge each individual’s needs in order 
to push them to their greatest potential while simultaneously 
capitalizing on multiple learning styles in order to reach the 
widest range of students? This workshop will demonstrate 
specific teaching exercises that are based in Laban movement 
and Viewpoints theatrical techniques in hopes of offering a fresh 
perspective for both teacher and student. Laban and Viewpoints 
both examine the quality of movement and provide the student 
with kinesthetic and spatial tools that create a connection between 
movement and meaning/intention. These practices also begin to 
awaken and strengthen the creation impulse in the student as the 
practice will naturally lead them toward self-directing their own 
movement decisions within whatever framework the teacher has 
provided. As a result of these exercises, students can start to see 
themselves and their choices within the work that typical dance 
pedagogy alone may not provide for every student. In this way, 
a wider variety of dancers will begin to identify with dance as it 
relates to their own self-discovered form of expression and choice. 

These techniques can be implemented in a number of different 
fashions, including as a way to develop or explore material you have 
already created. The presenters, who are both professional theatre 
and dance practitioners who work with levels anywhere from pre-K 
to undergrad to professionals, have been using a variation of these 
techniques throughout their careers within the dance classroom 
in order to address multiple issues including teaching the dancer 
greater interpretation and expression. An unforeseen outcome 
was that a wider variety of students were able to identify with 
the form because it enabled a stronger personal connection to the 
material. Although these exercises aren’t necessarily used in final 
products, the work transformed the individual’s understanding of 
the material. We found that digging into material with the intent 
to create connection between aesthetic and artist, as opposed 
to technique alone, dispelled antiquated connotations of who 
should be or is allowed to dance. The overall hope is to expand 
the framework of what dance means within a particular network 
(whether private studio, public school, or higher ed) in order create 
interest in all types of students.
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Using Music and Dance to Support School Readiness Skills in 
Preschool Children with Hearing Loss

Glynnis DuBois

This research proposal is a quasi-randomized intervention 
experiment that aims to demonstrate the benefits of using music 
and dance in a population which has historically not had the same 
access as typically hearing children. The study will use a modified 
early childhood dance curriculum to scaffold and build upon skills 
taught and reinforced in a dance class. Outcomes to support the 
use of dance to scaffold the development of school readiness skills 
will encourage practitioners and policy-makers to include this in 
programming for this population. As research has demonstrated 
that this population continues to struggle in the areas of language, 
social skills and executive functions, this study hopes to shed light 
on the use of engaging activities such as dance to assist in skill 
development for the classroom environment.

Since recent advances in hearing technology for children with 
hearing loss (HL) now provide access to both spoken language and 
music, the potential benefits of the use of music is now becoming an 
innovative and exciting focus of study in this population. Research 
has demonstrated the benefits of using music and movement to 
scaffold the development of language, literacy, social skills and 
executive functions in typically hearing preschool populations. 
As these are areas of challenge in children with HL a method of 
supporting their development would assist in preparation for 
school.

The goal of this quasi-randomized experimental intervention 
study proposal is to examine the impact of the addition of music and 
movement to traditional listening and spoken language therapy for 
preschool children with hearing loss. Participants will be matched 
and placed into a music and movement group, a craft-based group, 
or a control group. Pre- and post-intervention assessments focusing 
on outcomes in the areas of language, pre-literacy, audition, 
executive functions, and social skills will be completed.

With evidence to support the benefits of music and movement, 
it is hoped that practitioners will be encouraged to incorporate 
these elements into best practices for children with HL. Such 
evidence would also contribute to the development of resources 
guiding practice in how to best prepare this population for success 
in integrated classroom settings.

Using NHSDA for Inclusive Guest Artist Experience

Tori Rogoski-Rutta, Cory Jeanne Houck-Cox

Attending master classes and working with guest artists or other 
instructors is essential to a holistic dance education; however it 
is often the top tier dancers that get selected or the families with 
financial means that can travel and afford the experience. Many 
families struggle or do not have the time or financial resources to 
provide these opportunities for their dancer. Within our studio’s 
NHSDA chapter, we incorporate simple fund raising to provide 
scholarship for continuing education and special opportunities for 
our membership so that ALL students have the experience.

In March 2017, our NHSDA chapter sponsored a guest artist 
open to anyone in the NHSDA program. The experience provided 
a special opportunity within our week’s class schedule while 
allowing all NHSDA students to participate at minimal additional 
cost. Students took class, participated in the rehearsal process 
with the guest artist and then performed the work in our annual 
showcase to help bring more attention to NHSDA to all who attend 
our performances. 

Incorporating the use of technology, we were able to make a 
connection with the guest artist and students prior to, during and 
after the experience. Based on the limited schedule, technology 
served dancers and instructors in learning, incorporating self 
and peer assessment and rehearsing to ensure the work would be 
performance ready. Dancers took an active role in the process by 
using technology to get the most out of the short residency. 

Interviews from instructors, dancers, parents and audience 
members demonstrate the importance of the experience while 
advocating for the NHSDA program. Our experience can serve as a 
model for utilizing technology, time constraints and funding issues 
to provide opportunity for all.

Using Reflection to Examine Personal Teaching Values for 
Equity and Access

Mary Harding

We have come to teaching through many paths. Our movement 
lives have many sources. We have followed our interests; our 
questions have created who we are as dancers and teachers. As 
we move through personal experience we both absorb and reject 
certain movement styles, philosophies and world views. At the 
same time the greater culture and the many lenses in the culture 
influence us: gender, race, sexual orientation, national origin, and 
socio-economic background- the list goes on. We bring all of these 
preferences, these unconscious values, to our teaching. These are 
our teaching strengths and our weaknesses. As teachers we strive 
to improve equity and access to all of our students through our 
curriculum and our pedagogical choices. We want our students to 
achieve their potential in our classes. Let us examine our teaching to 
see where our values lie today and how they influence our teaching.

How do we bridge the gap between our movement lives and 
the movement lives of our students? What is important for them 
to know? What do they think is important? What do you believe 
are absolutes in teaching dance? How do you define your teaching 
philosophy? What do you unconsciously preference? What do 
you always leave out of the curriculum? We will look at these big 
questions in a few exercises. There is no right or wrong. This is 
reflection and metacognition time. 

Participants will be guided through several reflective exercises 
as they explore their movement and teaching lives. Reflection 
will be captured in movement, writing and discussion. Several 
exercises in this session are appropriate to use in the high school 
and college classroom setting as discussion points and reflection 
exercises. As participants explore this work, they will be guided 
back to the classroom. How does this work influence our work in 
the classroom? Who am I missing in my classroom because of my 
belief system? Who is invisible in my classroom? Who is silenced? 

This session will make a connection between themes of equity 
and access, individual pedagogical choices and the implications for 
dance students.

Using the Pre-K BrainDance and 5-Part Lesson Plan to Teach 
Students with Disabilities

Judith Nelson

Using Anne Green Gilbert’s BrainDance and 5-part lesson plan, 
this workshop will present a practical approach to teaching dance 
to children with disabilities from pre-school to elementary school 
age. The benefit of this practice to dance education lies in providing 
a successful method of including all children with disabilities in 
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dance in a fun and engaging way that supports physical, cognitive, 
and social development. Thus, it relates directly to the conference 
theme of Dance Education for All. A class for young children will 
be modeled, and teaching tips for non-verbal children and those 
with vision impairment and other complex disabilities will be 
offered. There will be time for Q & A at the end.

Viola Spolin Improvisation for Dance

Max Schafer

The techniques of Spolin Improvisation allow access to one’s 
own intuition. Spolin says, “You courageously enter the area of 
the unknown, and release the momentary genius within. When 
a response to an experience takes place at the intuitive level, 
intelligence is freed.” 

She adds, “Spontaneity is released. It is the moment of personal 
freedom. In this reality, we function as an organic whole. It is the 
time of discovery, of experiencing, of creative expression. 

Spolin has developed a theory and foundation for Improvisation 
which goes beyond the Theatre conventions, and has been applied 
to other areas of the Arts, Sciences, academic and business 
professions, as well as our personal lives and social relationships. 
This work benefits dancers of all ages and physical limitations. 

Spolin’s exercises include the use of focus, side-coaching and 
evaluation. It is based on seven aspects of Spontaneity, which 
includes “Approval/Disapproval and Physicalization.” Spolin 
says “Physicalization encourages freedom of physical expression, 
because the physical and sensory relationship with the art form 
opens the door for insight. It keep the actor in an evolving world 
of direct perception- an open self in relation to the surrounding 
world.”

For the dancer, this work helps develop non-direction blocking, 
methods for developing new material, and rehearsal techniques for 
choreographed productions. Spolin’s exercises are game-based. 
This brings an element of joy and play to the process, which allows 
the participants to take risks and explore in ways they would 
normally never attempt. Spolin’s games include some traditional 
and folk dances borrowed from the works collected and published 
by her mentor, Neva Boyd. Boyd was a pioneer educator in the 
recreational play movement in America. Spolin’s games have an 
emphasis of players being connection with fellow players, and 
sharing with the audience. The physical nature of these games offer 
a perfect fit for Dance. 

This is an invitation to all dancers to learn this aspect of 
Improvisation. In a world where Dance in Education has been 
largely regulated to choreographed productions, or directed 
movements, here is an opportunity break and explore personal 
expression through play. Focused play, not free play. These games 
invite all types of dance to be expressed and shared. It’s a perfect 
opportunity to quickly and organically learn new techniques and 
dance styles from other dancers. 

These games are based on an entire methodology developed by 
the “mother” of Improvisation Theater, Viola Spolin, well-tested 
and played continuously since the 1940s.

Who Needs a Stage Anyway? Site-Specific Dance as a Tool in 
Under-Resourced Environments

Khayla Golucke

In a country where funding for the arts and its priority in education 
is under constant threat of reduction or elimination, the genre 

of site-specific dance is an under-utilized and under-researched 
tool for subverting challenges of resource and opportunity. In its 
definition as dance outside the theater, site-specific dance offers 
the opportunity to transcend social, cultural, economic, and even 
language barriers. Specifically, in K-12 schools with minimal 
resources allocated to arts education and high percentages of 
minority students, the medium of site-specific dance offers a 
distinctive opportunity: regardless of formal training, anyone can 
dance, because the world can be your stage.

Site-specific dance encourages students to investigate the 
landscape of their own neighborhoods and cultures through 
movement, empowering them to experience their community in 
ways they haven’t before. In teaching young people that art can 
be made simply with what is already in a place, we present the 
often-stereotyped genre of dance as accessible to diverse and 
marginalized populations.

At this movement session, take part in a curriculum-based, site-
specific dance lesson that can be easily adapted for non-dancers 
from elementary to high school. Presenters from Los Angeles-based 
professional dance company Heidi Duckler Dance Theatre bring 
over five years experience teaching K-12 students in South and 
East Los Angeles, many of whom are English language learners. 
They will lead participants through exercises HDDT employs in its 
education programs, which connect to core subjects such as history 
and geography, inspire connections to social and cultural contexts 
of place, and facilitate the creation of original choreography. 
Participants will learn the fundamentals of site-specific dance, 
and how to create engaging site-specific exercises to increase 
collaboration, imagination, and self-confidence in students. 

The session will demonstrate how educators can employ site-
specific dance in diverse communities and situations, and in turn 
create a deeper sense of connection to a given environment. It will 
also demonstrate the opportunities for collaboration between K-12 
institutions and professional dance organizations, in providing 
communities with little access to professional dance a connection 
to learning from inspirational professionals.

This session will give you the tools to craft your own site-
specific dance lessons that –without need for a stage, costumes, 
or codified technique – strongly elicit creative problem solving 
and imaginative storytelling, and inspire students to see their 
communities not as lacking in opportunity, but as playgrounds for 
art-making.

With Injury: An Approach to Teaching in a Changed Body

Jessie Laurita-Spanglet (MFA)

While much has been written about preventing dance injury, very 
little has been said about continuing to be a dance artist once one 
is injured. These injuries, which almost all dancers experience 
at one time or another, bring up pressing questions about access, 
ability, and how we define the very term ‘dancer’. As we think 
about access for all of our students regardless of their ability, it 
is important to think about access for educators too. Similarly, as 
we educate our students, it is imperative to remember that they 
themselves may soon be teachers passing along their experiences 
to the next generation of dancers. As a teaching artist with a 
chronic injury, I have set out to pose some larger questions 
concerning pedagogical approaches for the injured educator: How 
do we continue to teach even as we can’t—for whatever reason—
demonstrate what we want done? If we’re not teaching through 
doing, what tools and strategies can we use to teach this very 
physical art form? Is it more effective to teach through physical 
demonstrations? Or is oral description just as effective, if not even 
more so? 

This paper outlines my experience when I decided to teach a 
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full load of college-level classes with a serious foot injury. I lay 
out an overarching strategy as well as three practical tools as an 
example of one approach to teaching a college-level semester-
long modern dance technique class while injured. Additionally, I 
speak to some positive experiences that came from teaching while 
injured, including a clearer perspective on the material covered 
in my class, and a realization that when I wasn’t dealing with the 
interference of my own physical limitations and particularities, I 
could see more clearly what my students actually needed. With 
this paper I hope to begin a frank conversation about how we 
as dance educators continue to teach even as our bodies shift 
and change, and how we think of injury both in our students and 
in ourselves not as limitations, but as part of the ever-changing 
reality of the dancing human body.

wonderwander: Exploring Dance for the Very Young

Amanda Pintore, Sharon McCaman

In this workshop, research and dance collide to explore Dance 
for the Very Young (for audiences ages 2-5 and their caregivers). 
This session will explore “wonderwander”, a dance performance 
developed specifically for very young audiences, that is inspired 
by the movement behaviors of very young dancers in a research 
setting. In merging both theatre and dance, research and practice, 
and children and adults, we aim to create informed, powerful, and 
aesthetically dynamic work.

This session will explore the process of utilizing very young 
children as both artistic and research partners in the development of 
a devised production. It will also explore how this particular process 
was influenced by studying with Claire Parsons Co., a company that 
creates Dance for the Very Young in Stockholm, Sweden. Workshop 
participants will be invited to explore interactive moments taken 
directly from the research and choreographic process and engage in 
dialogue about what it means to create dance performances for this 
age range. We will reflect on the ethics of working with children 
as artistic partners, how intercultural exchange is influencing this 
practice, and the responsibilities that art-makers have to develop 
work for our very youngest citizens.

The “wonderwander” team is committed to introducing Arizona 
families, communities, and preschools to Dance for the Very 
Young. Through this work, we connect teaching artists, designers, 
and artists with very young people, preschools, caregivers, and 
public spaces. These community partnerships advance creativity 
and professional, high quality dance for young audiences. By 
engaging with the very young, we empower young children as 
major creative partners in the development processes of our 
productions. Our research-based model encourages innovation in 
the arts by giving very young people more autonomy than usual 
as participants within the world of each show, both as creative 
partners and audience members. By taking on the role of both 
researchers and practitioners, we incorporate young people’s work 
directly into each production and learn to adapt, play, and explore 
inspired by the young people’s input, making it a meaningful and 
effective partnership. 

This work explores how we, as adult artists, can invite young 
people into the growing collective of art-making citizens. This 
session also highlights how a company (Kerfuffle), a major city 
partner (the Tempe Public Library), a community (local children 
and their caregivers), and a creative team backed by Arizona State 
University can come together to produce art.

Young Muslim Women and Dance: Cultivating Equity and 
Access through Online Dance Education

Ayrin Ersoz

Young Muslim women living in Western countries can face 
challenges when participating in physical activities—including 
dance—due to religious and cultural restrictions, according to 
published research examining issues related to physical education 
over the past ten years.

Within Islam there is no distinction between secular and 
religious life; daily life is organized under the law of Islam and the 
human body is viewed in religious terms. Even the aesthetic pursuits 
of believers must be in accordance with the Islamic teachings and 
ethical principles. Participation in embodied practices is highly 
restricted by Islamic doctrine, particularly for women. Thus, the 
ways in which female believers of Islam have access to dance 
requires examination when considering equity in dance education. 

As a choreographer, dancer, and dance educator based in 
Istanbul, I have extensive experience of contemporary and 
historical dance forms within Turkey, a modern republic that 
occupies a unique position in the world as a secular country where 
the majority of its citizens practice Islam. In 2011, I launched a fully 
online course called “Dance in Istanbul” at the invitation of the 
Dance Department at Rutgers University. Teaching from Istanbul, 
I introduce undergraduate students matriculated at Rutgers to the 
ways that dance is framed, perceived and understood within Islam 
as practiced in Turkish society. 

I have learned through this online course and my experiences as 
a dance artist and scholar that dance is contested as a practice both 
within my country and within the global transnational practices 
of Islam. In this presentation, I share data from my qualitative 
research study conducted as a Fulbright Scholar at Rutgers in 2016 
that suggests that young Muslim women who feel reluctant to enter 
a face-to-face studio or classroom where the concepts of dance are 
explored find the online platform a safe environment in which to 
participate. 

As dance educators, we can cultivate equity and access for 
Muslim women who wish to dance by initiating a mutually 
respectful dialogue about how their perceptions of dance—as both 
social practice and art form—intersect with their religious beliefs. 
My research contributes to the field by introducing the voices of 
young Muslim women within the discussion about equity and access 
in dance education. In so doing, it is my aim of encourage discourse 
about how young Muslim women of all ages in communities across 
the United States are experiencing and understanding dance within 
the context of their lives.
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Teaching includes: Broadway Jazz, History of Broadway Dance 
Online (author), Improvisation and Dance Studies. She taught 
Choreography for Theater at Hofstra; was Faculty at the American 
Academy of Dramatic Arts; and Substitute at NYU and Lee 
Strasberg Institute. Her research area is “Cultivating Critical 
Thinking in Post-Secondary Dance Technique.” She was on the 
writing committee for NDEO’s “Vision Document for Dance 
2050: The Future of Dance In Higher Education.” Performing 
includes Broadway Backwards, Radio City Christmas Spectacular, 
and Oakland Ballet Company. Jazz Dance choreography includes 
Bob Fosse-inspired “Tightrope”, Josephine Baker-inspired, “eat 
Crow”, and “Mi Maschera (Mask Me)”.  BarbaraAngeline.com

Renay Aumiller is an Assistant Professor of Dance at Elon 
University. She is an artist and scholar specializing in contemporary 
modern dance technique and the creative process. Her research 
interests explore the intersection of technical vocabularies, 
performance, and movement invention with The Franklin Method 
somatic education. She continues researching the creative process 
through her dance company, RAD | Renay Aumiller Dances 
based in Durham, North Carolina. Her work has been presented 
nationally across the Midwest and East Coast and internationally 
in Taiwan and Italy. Aumiller’s education includes earning an 
MFA in Choreography from the University of Illinois at Urbana-
Champaign and a BA in Dance Studies from the University of 
North Carolina-Greensboro. She is a certified Franklin Method 
educator.

Mary Lynn Babcock (PhD, MFA, CMA) is a dance professor at 
the University of North Texas Her work has been presented across 
the U.S. and Denmark, The Netherlands, Brazil, Jamaica, Egypt, 
Portugal, and Taiwan. At UNT Babcock created a unique digital 
media learning lab allowing explorations in novel interactions. 
She teaches Laban Studies, modern dance, improvisation/
choreography, and dance and technology. Her publications focus 
on the dialectic between the live and virtual body through the 
lens of the Embodiment Paradigm. Babcock brings dance to the 
community through curating and performing in outreach events 
benefiting victims of domestic violence. She is founder and 
artistic director of Satellite-Dance, an interdisciplinary, interarts/
intermedia dance collective. 
www.satellite-dance.com

Janice Baker (BFA, MS) serves as dance faculty at Iowa State 
University. She specializes in dance for special populations as an 
interactive with abled bodies. In 33 years of sharing, her populations 
have helped her understand dance strategies that facilitate the 
making of new dance friends. Both in the private sector as well at 
the University these multi beneficial dance opportunities celebrate 
the essences of dance.

Rachel Barker is an Assistant Professor and Dance Education 
Coordinator at the University of North Carolina at Charlotte. She has 
also taught at The Ohio State University, Brigham Young University, 
American College Dance Festival, and directed a Utah high school 
dance program for three years. Her choreographic work has been 
presented throughout North Carolina, Utah, Seattle, WA, and 
Columbus, OH. Rachel performed the work of Bebe Miller, Stephan 
Koplowitz, Keith Johnson, John Jasperse, and Donna Uchizono, 
among others. A native of Salt Lake City, UT, she received an MFA 
in Dance from The Ohio State University where she was a three-
year Distinguished Fellow, an MA in Teaching from Westminster 
College, and a BFA in Dance from the University of Utah.
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Kelli Abramovich teaches dance at Washington High School in 
Phoenix, Arizona. She has been teaching at Washington HS for 23 
years, 18 of those teaching dance. She has her BA in Secondary 
Education with an emphasis in Dance and Mathematics and a 
Masters in Secondary Education. Kelli has been involved in cheer, 
pom, and dance for over 25 years. She has taught dance at the 
community college level as well as high school. Kelli served on 
AzDEO’s charter board as treasurer for five and a half years, 
served as President, and is the Past-President.

Abigail Agresta-Stratton, earned an MA in Dance Education 
from New York University’s Steinhardt School of Education 
and is a Registered Dance Educator. Abigail has taught dance in 
many schools and studios and has created and implemented dance 
curriculums. Abigail is a graduate of DEL and has been a member 
of the NYCDOE Blueprint Writing Committee, a scorer for the 
NYS Dance Content Specialty Test, Chair of NYCDE/UFT, and 
Secretary and President of NYSDEA. Abigail also serves as the 
moderator of the K – 12 Forum. In October 2012, she was awarded 
the Presidential Service Award by NYSDEA and in August 2013, 
Abigail was honored at the Dance Teacher Magazine Summit as 
the 2013 K – 12 Awardee.

David Alexander (BS,MEd) recently retired as Education 
Advisor to Boston Ballet’s Outreach programs, but continues as 
Chairman of the Boston Ballet Volunteer Association’s Education 
and Community Initiatives committee. Before coming to Boston 
Ballet, David was a Project Associate at the National Institute on 
Out-Of-School Time, Centers for Women, at Wellesley College in 
Wellesley, MA. His work there was greatly informed by his 20+ 
years as Lecturer and supervisor of student teachers, and Director 
of the Curriculum Lab at Tufts University, Child Study Department 
in Medford, MA. His dance teaching experiences at Boston Ballet 
School include Adaptive Dance classes for children with Down 
Syndrome, plus the ballet’s CITYDANCE program for 3rd graders 
in the Boston Public Schools.

Stacey Allen holds a BA in Dance from Sam Houston State 
University and an MA in Cross-Cultural Studies from UH-
Clear Lake where her research focus includes African Diaspora 
performing arts, gender studies, and multicultural education. 
Stacey has performed with Ballet Afrique and Ballet East in Austin 
and in Houston, TX with Urban Souls and a variety of freelance 
projects. In 2012, Stacey began pursuing her own artistic visions 
and co-founded Pretty Cultured which is an artistic collaborative 
that uses art as a voice for dialogue and healing. With Pretty 
Cultured, she has co-presented original choreography in several 
festivals and conferences throughout the United States.

Dale Andree is founder and director of National Water Dance. She 
teaches in the dance and theater departments of New World School 
of the Arts in Miami. She directed her own company, Mary Street 
Dance Theatre for fifteen years, touring the US and Latin America 
as well as the children’s’ company, The Good for Something 
Dancers. Dale has been on the faculty of the May O’Donnell 
Studio and The LaGuardia School in NYC, Salle Pleyel and the 
School of the Paris Opera Ballet in Paris and has taught at festivals 
and workshops around the US, Latin America, and Europe. She is 
a graduate of the Boston Conservatory of Music and received her 
certification in Laban Movement Analysis from LIMS, NYC. 

Barbara Angeline, MA in Dance Education (NYU), BA in Dance 
(U.C. Irvine), is an Instructor of Dance Arts at Rutgers University. 



Sherrie Barr (MFA, CMA), semi-retired, is a teaching dance 
artist now residing in Oregon. She taught dance in higher education 
for over 40 years, including University of Oregon, Michigan State 
University, Potsdam State College of NY, Wayne State University, 
and Oregon State University. She is passionate about teaching 
and explores the hows and whys of teaching excellence through 
an intersection of critical pedagogies, somatic-based movement 
theories, and teaching-learning dance paradigms. She continues to 
share her research at conferences such as NDEO and DSSE as well 
as publications such as Journal of Aesthetic Education, Journal of 
Dance Education, and Research in Dance Education. She is also 
Associate Editor for JODE.

Marsha Barsky is an Assistant Professor and Director of the 
dance program at Middle Tennessee State University, and the 
Artistic Director of Company Rose. She has taught at Vanderbilt 
University, Western Kentucky University, the University of 
Colorado, Boulder and at Vanderbilt Dance Program, as well as at 
a host of workshops, festivals and studios in the US, Switzerland, 
France and most recently Chengdu, China. She is a certified yoga 
instructor and, since 2011, a Certified Teacher of the Alexander 
Technique. She received her BFA in Dance from Arizona State 
University and her MFA in Performance, Choreography and 
Somatics from the University of Colorado at Boulder.

Barbara Bashaw (DFA, EdD, CMA) an Associate Professor at 
Rutgers University, serves as Graduate Director of dance education and 
PK-12 certification and Director of the Rutgers Pre-College Summer 
Dance Conservatory. A former certified NYC DOE dance educator, 
her expertise includes interdisciplinary learning and the application of 
LMA. As an active NDEO member, she serves on projects including: 
NCAS, DELTA, the DEiP editorial board and the mentor program. 
Bashaw is the 2003 recipient of the NDEO Emerging Visionary award 
and President of Dance New Jersey. She is faculty with the Dance 
Education Laboratory/92Y Harkness Dance Center and recently 
served on the planning team for the new doctoral degree in dance 
education at her alma mater, Teachers College, Columbia University.

Sarah Adams Bean joined the Meredith College Dance faculty in 
August 2015 following seven years as a dance teacher at Durham 
School of the Arts (Durham, NC) and four years as a special 
education movement teacher at P771@PS225 (Brooklyn, NY). 
Sarah holds an MFA in Dance from The Ohio State University, 
an MS Ed in Special Education from the College of Staten Island/
CUNY, and an AB in Philosophy from Duke University. Now 
Dance Education Coordinator at Meredith College (Raleigh, 
NC), Sarah is intrigued by the learning, identity development 
and community-building possibilities of collaborative practice, 
including collaboration between teachers and students, performers 
and choreographers, children and adults, and K-12 schools and 
universities.

Emma Beavers is the Assistant Director of the Arlington Heights 
High School Dance Department and Repertory Dance Company. 
Emma received her Masters of Arts in Teaching Dance from Texas 
Woman’s University. Emma graduated from Texas Christian 
University (TCU) with a B.S. in Sociology and a minor in 
Movement Science. Before attending TCU, Emma studied Ballet, 
Modern and Jazz at Kilgore College and was also a Kilgore College 
Rangerette. Following her time in Kilgore, Emma began working 
for the Dallas Cowboys Cheerleaders (DCC). Emma is passionate 
about dance education and feels that it is one of the greatest ways 
to enrich the lives of students who attend public schools.

Tamara Begley (MFA, BFA) is the dance instructor at Western 
Middle School for the Arts in Louisville, Kentucky, where 
she teaches a multitude of styles of dance and explores dance 
integration with her colleagues and students. An active teacher, 
dancer and choreographer in both the private and public sectors, 
Tamara earned an MFA in Dance at the University of Wisconsin 
Milwaukee, and she completed her BFA in Choreography and 
Performance from the University of North Carolina Greensboro. 
Tamara is a former co-producer of Moving Collective, an 
organization designed to keep modern dance alive in Louisville 
and the surrounding area.

Melissa Bell holds a BFA in Dance from Towson University and a 
MA in Education from Capella University. She holds an Advanced 
Professional Certificate to teach dance for grades K-12. Mrs. Bell 
began her dance training at seven and has danced with New Jersey 
Ballet, Burklyn Ballet Theatre, and the Towson University Dance 
Company. She danced for seven seasons with Baltimore-based 
modern dance company The Collective, with whom she performed 
and toured to New York City, Washington DC, Philadelphia, and 
Richmond. Mrs. Bell has directed the dance program at Broadneck 
High School in Annapolis, MD for 15 years. Her students have 
won numerous All-County and All-State Dance Awards and have 
performed at several Regional and National High School Dance 
Festivals.

Bethany Bentley is a Senior Developmental Editor for Human 
Kinetics, Inc. Since 2004, she has developed numerous print and 
online resources for professionals, students, and instructors in the 
fields of dance, physical education, and recreation.

Dr Theresa Benzwie has graduate degrees in Early Childhood 
Education, Dance and Clinical Social Work. She is a former inner-
city Kindergarten teacher innovative college faculty member 
and an international workshop presenter who developed her own 
distinctive method of empowering and supporting the use of 
creative movement in all areas of the early childhood curriculum. 
She is presently a licensed clinical social worker in private 
practice using the expressive arts for healing and mentors ‘temple 
University dance majors as part of the Teresa Benzwie Dance in 
Education Grant. Her publications include A moving Experience, 
(book and DVD), More Moving Experiences, Alphabet Movers, 
Numbers on the Move. and Learning to Move. Teresa is a charter 
member of NDEO.

Kelly Berick formed and has directed the Akron School for the 
Arts dance program at Firestone High School in Akron, Ohio for 
21 years. Prior, she performed professionally and taught dance 
in public schools and universities in SC, PA, and OH. She has 
served on Ohio’s Arts Content Standards and Model Curriculum 
writing teams, and is currently on the board of Ohio Alliance for 
Arts Education. She was the recipient of the OhioDance Award 
for Contributions to Dance Education in 2014. Berick holds dance 
degrees from Columbia College, Temple University, and the 
University of Akron.

Kristin Best Kinscherff (MFA) is the Director of Dance and an 
Assistant Professor at Southern Illinois University Edwardsville 
as well as the Artistic Director of the SIUE University Dance 
Company. Kristin is a former company member with The Big 
Muddy Dance Company in St. Louis, MO. She is the Artistic 
Director of Turn of Change Dance Collective based in the St. 
Louis Metro-Area. Kristin has a certification in Autism Movement 
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Therapy and has developed a dance curriculum for children with 
special needs. She has implemented her program in local daycare 
facilities, preschools programs, elementary schools, and in the 
private studio setting.

Ann Biddle (MA Dance Education, Columbia University, BA, 
English, Kenyon College, and Fulbright Scholar) is the Director 
of Arts Programs at the Pioneer Valley Performing Arts Charter 
School in South Hadley, MA. Well known as a staff developer, 
curriculum consultant, teacher trainer and curriculum writer, Ann 
is the Founding Faculty of the Dance Education Laboratory (DEL). 
Her writing includes New York Export: Opus Jazz the Film (NYC 
Ballet), Dance Motion USA, Doug Varone and Argentinian Brenda 
Angiel’s Aerial collaboration, Richard Daniel’s Dances for iPhone 
film series, and Wonderdance early childhood curriculum. She is 
a frequent presenter at the NDEO conference and was selected to 
pilot the Model Cornerstone Assessments for NCCAS.

Cambryn Bischoff is the Dance Specialist at Berkman 
Elementary Arts Integration Academy in Round Rock ISD. This 
program focuses on Creative Movement, Arts Education, and 
Arts Integration. Cambryn attended Baylor University where she 
received a BS in Education and Dance. While at Baylor University, 
Cambryn was a member of the Baylor Dance Company and was 
privileged to teach dancers of all ages at Joy’s School of Dance. 
After graduation Cambryn served as the director of the Rockettes 
and Royals dance teams and founded the dance department at 
Robinson High School. Additionally, Cambryn joined Danceline 
USA in 2008 as college staff and continues to serve as Senior Staff.

Alice Bloch (EdD, dance history, Temple University, MA, 
Choreography, UCLA) is a 5th generation Isadora Duncan 
dancer. Presentations include Dancing the Supermom: Isadora 
as a Model for Today’s Working Mothers, and Duncan Dance 
as Somatic Practice. Alice consulted for the Crystal Bridges 
Museum of American Arts’ Art of American Dance exhibit. Her 
November, 2016 residency included the lecture/performance, 
Isadora and the New Woman, gallery performances, docent 
trainings, and children’s classes. She was the lead dance writer 
for The Encyclopedia of Religion and Culture (Facts on File, 
forthcoming). An Arts Integration specialist, Alice leads STEAM, 
literacy, and peace-making professional development workshops 
and residencies. She is on the boards of the Missouri Alliance for 
Arts Education and the Missouri Dance Organization.

Barry Blumenfeld (MA, BA, RDE) is on the faculty of Friends 
Seminary in Manhattan, is an adjunct professor at New York 
University and on the faculty of the Dance Education Lab of 
The 92nd Street Y. He holds a BA in Psychology and an MA in 
Dance from American University and is a graduate of the Dance 
Education Laboratory of the 92nd Street Y; a certified Level 1 
Teacher of Language of Dance®; a certified yoga instructor; and 
a Registered Dance Educator. Barry has served on the board of 
NYSDEA, and was the artistic director of TAPFUSION, a dance 
company combining modern dance and tap. Barry also writes the 
technology “Experts” column for Dance Teacher Magazine, and is 
the co-creator of the DEL DanceMaker App.

Jane Bonbright (Ed.D) is Founding Executive Director of NDEO. 
She has dedicated fifty years to dance performance, education, 
research, administration, and dance/arts advocacy at national and 
state levels. Originally a professional ballet dancer, she taught for 
thirty-five years in professionally-oriented training academies and 

postsecondary education before serving dance arts education at the 
national level. Throughout her tenure, she worked to impact US 
policy, legislation and funding for dance art education in the U.S. 
and spearheaded NDEO networks, programs and services. Jane is 
now Director of the NDEO’s Online Professional Development 
Institute. She is the recipient of NDEO’s Lifetime Achievement 
award (2009), CODA’s Alma Hawkins award for Excellence in 
Dance Education (2007), and CORD’s Outstanding Research in 
Dance Research award (2003).

Dominika Borovansky Gaines (MFA, BFA) is the owner of 
Kinesphere Center for Movement Education, a wellness-based 
studio that emphasizes cutting-edge and mindful movement 
practices for optimizing the human body. As a GYROTONIC® 
Master Trainer and GYROKINESIS® Pre-Trainer, Dominika 
is well-known in the movement community for her creative 
application of somatic knowledge and neuroscience to her 
movement instruction, and her clarity in hands-on and verbal 
cueing. In addition to her experience with the GYROTONIC 
Expansion System®, Dominika has an extensive background 
in dance and movement, including the study of anatomy, dance 
kinesiology, Ideokinesis and numerous somatic practices. She 
holds certifications in Nutritious Movement™ RES-CPT and 
PMA®-CPT, is a SmartSpine™ Ambassador, and has completed 
Z-Health Performance R-Phase and I-Phase certifications.

Krista Bower (MFA) is Chair and Associate Professor of Dance 
at Belhaven University and Owner/Director of the Yazoo City 
School of Dance. In 2008, Krista co-founded Front Porch Dance, 
a contemporary dance company based in Jackson, MS. Krista 
directed the USA International Ballet Competition Dance School 
and Teachers Workshop in 2014 and 2010. She is also a founding 
instructor of the Dance for Parkinson’s program at Millsaps 
College. Krista has presented her research at the Congress on 
Research in Dance, Society of Dance History Scholars, and 
National Dance Education Organization conferences.

Vilma Braja Rama is originally from Albania and came to the 
US as a young girl. She has always loved dance but hasn’t had 
the chance to pursue it. She worked for six years at Chevy Chase 
Bank as a Branch Manager. This is where she met Jane Bonbright 
and started learning more about NDEO. In 2009, she decided to 
return to school full-time; and was able to join NDEO part-time. 
After completing her degree in Finance from the University of 
Maryland, Vilma took over as the Director of Finance for NDEO. 
Meanwhile, she has decided to also pursue a degree in Accounting 
while remaining a dancer at heart.

Amelia Brame (MA, BA) is a teaching artist, performer, 
choreographer and dance educator from Vicksburg, Mississippi. 
After receiving her BA in Dance Education from Brigham Young 
University, she ran a full-time dance program at a Title 1 school in 
Houston, TX for several years. After a move to Mississippi, where 
Dance Education opportunities are limited, she has had to create 
a niche for herself in the Dance Education world. She founded 
the Music/Movement Program at Bowmar Elementary, founded 
an adult modern dance performance group “Propulsion”, is a 
teaching artist for the Mississippi Arts Commission and recently 
graduated with her MA in Dance Education from University of 
North Carolina- Greensboro.

Marc Brew, acclaimed International choreographer, has been 
working in the UK and Internationally for the past 19 years as 
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a director, choreographer, dancer, teacher and speaker; with the 
Australian Ballet Company, State Theatre Ballet Company of 
South Africa, Infinity Dance Theatre, CandoCo Dance Company 
and as Associate Director with Scottish Dance Theatre. Since 2008 
Marc has been dedicating time to his own choreography with Marc 
Brew Company. Marc was featured by Time Out Magazine as the 
best of the new breed of London’s Rising Dance Talent. His recent 
solo work For Now, I am… was listed in the Guardians Top 10 
Dance Shows 2016. In January 2017, he was appointed the new 
Artistic Director of AXIS Dance Company.

Ariana Brisport is a junior at Hofstra University in the Bachelor 
of Science Dance Education Program. She is the standing president 
of Imani Dance Ensemble, a multicultural performance group at 
Hofstra. She has also taken part in Dancers in Schools, an outreach 
program that teaches dance in New York public schools. Ariana 
teaches ballet, tap, and Afro-Caribbean dance styles at Prodigy 
School of the Arts. She has performed the works of choreographers 
such a Dyane Harvey-Salaam, Mickey Davidson, and Amy 
Marshall. 

Meg Brooker, Assistant Professor, Middle Tennessee State 
University, stages and performs Isadora Duncan repertory and 
new choreography in the United States, Europe, and Russia. Meg 
has presented scholarship for SDHS, CORD, and NDEO, and has 
contributed to Dance Studio Life magazine. In 2015, Meg was a 
featured performer for the inaugural Women in Dance Leadership 
conference. A former member of Lori Belilove & Company, Meg 
earned an Advanced Studies Certificate from the Isadora Duncan 
Dance Foundation and is a Steering Committee member of the 
Isadora Duncan International Symposium. In 2016, she received 
an NEH Preservation Assistance grant for her work with Noyes 
School of Rhythm Archive. She holds an MFA from UT Austin 
and a BA from Yale.

Katrina Brown (MS) is a founding high school dance teacher 
at Democracy Prep Charter High School in Harlem, New York. 
She graduated from Samford University with a B.A. in Human 
Development and Family Studies in 2013 and from Touro College 
with a M.S. in General Education and Special Education (Gr. 1-6) 
in 2014. She is now a graduate student in the University of North 
Carolina at Greensboro’s Master’s of Dance Education program. 
Formerly, she spent three years building the middle school dance 
program at Success Academy Harlem West. She is passionate 
about the importance of school choice, dance in charter schools, 
and equal access to quality dance education across schools.

Kaysie S Brown (MFA) is an Assistant Professor in the 
Department of Theatre & Dance at Texas State University. Before 
returning to her home state of Texas, Brown resided in New York 
City where she studied with Dance Education Laboratory and 
danced, choreographed, and taught throughout the five boroughs 
with organizations including LEAP, Young Audiences New 
York, and Notes in Motion. Brown is also the director of the arts 
education outreach programs Creation in Motion, an after-school 
program and CIM TEYA (Creation in Motion Touring Ensemble 
for Young Audiences) which is an ensemble made up of dance 
majors who learn repertoire and create new interactive works 
based on academics for children throughout central Texas.

Anne Burnidge (MFA, CLMA) is an Associate Professor at 
SUNY Buffalo where she serves as Director of Graduate Studies 
and teaches somatically informed movement practices and 

theories of the body. Much of her research involves facilitating 
safe, healthy dance training practices including investigating 
applications of collaborative and inclusive systems to teaching/
learning and choreographic environments. She actively shares 
her research at NDEO, IADMS, and ACDA and has been 
published in JODE. Her choreography has been showcased from 
New York to Chicago to Colorado, presenting internationally in 
Taiwan, Toronto, and Mexico. Past collaborative partners include 
musicians, poets, visual artists and scientists. Anne is currently 
exploring a new cross-disciplinary project, “Dance, Community 
and the Microbiome.”

Jennifer Cafarella graduated from Walnut Hill School for the 
Performing Arts. Her professional performance includes Ballet 
de Cali in Colombia, Ballet New England, Granite State Ballet, 
Jose Mateo’s Ballet Theatre, and Convergence Ballet. She has a 
BS in Business Administration, an MFA in Dance from UWM-
Milwaukee, and ABT teacher certifications has empowered and 
educated Ms. Cafarella to develop with her own teaching methods. 
She has been on faculty at Scottsdale School of Ballet, Arizona 
School for the Arts, Mesa Community College, The School of 
Ballet Arizona and has presented her teaching methodology 
to various conferences across the nation. She has a passion for 
teaching and seeks constant education for herself and her faulty to 
develop dancers from the inside out.

Caitlin Carabba is a senior at Bridgewater State University 
majoring in Dance and Elementary Education. Caitlin presented 
her research on “Safe and Healthy Teaching Methods for the 
Young Specialized Dancer” at the BSU Mid-semester Research 
Symposium. She is a member of the BSU Dance Team, BSU 
Dance Company, and is a 2016-2017 public relations officer for the 
National Dance Education Organization Student Chapter at BSU. 
In the future Caitlin intends to teach at a public elementary school 
as well as in a private dance studio setting, possibly owning her 
own studio one day.

Laina Reese Carney received her BFA in Modern Dance 
Performance from the University of Illinois, Urbana-Champaign, 
and is pursuing her MFA in Dance at Arizona State University. 
She has toured and performed nationally and internationally, and 
has taught dance, as well as choreographed, throughout Chicago 
and New York City. She serves as instructor of record for Ballet 
II and Hip Hop at Arizona State University. Laina is an active 
member of the service organization, Delta Sigma Theta Sorority, 
Incorporated, and serves as a chair on the Chicago Area Peace 
Action (CAPA) board.
.
Tammy Carrasco, Assistant Professor, The College at Brockport, 
SUNY, is a dance artist originallyfrom Chapel Hill, North Carolina. 
She received her BFA in Contemporary Dance from University 
of North Carolina School of the Arts and MFA from The Ohio 
State University. She studied with Bebe Miller, Susan Rethorst 
and Nancy Stark Smith, among many others. Her work has been 
presented by Movement Research at Judson Church, Gowanus 
Art and Production, Greenspace, OhioDance Festival, Rochester 
Fringe Festival, and Philadelphia’s Performance Garage. Carrasco 
is Artistic Director of Rochester, NY- based company, WILD 
BEAST DANCE. She is Lead Dance Instructor at North Carolina 
Governor’s School East and teaches contemporary technique, 
ballet,

Ashley Cartledge is a public school dance educator at North Pitt 
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High School (North Pitt) in Bethel, NC. In 2012, and 2013, Ashley 
served on the committee to write the Pitt County dance curriculum 
and pacing guides for the NC Essential Standards. Ashley received 
her BFA in Dance Education from East Carolina University, and is 
currently pursuing her MA in Dance Education through University 
of North Carolina Greensboro where she founded the student 
chapter of NDEO. Ashley’s dance courses at North Pitt focus on 
composition, creative-movement, and technique through Western 
and Non-Western dance genres, rooted in critical thinking, cultural/
self-appreciation, and development of kinesthetic intelligence 
using culturally responsive teaching practices.

Gerald F. Casel (MFA) is a dancer, choreographer, and teacher 
based in Santa Cruz, CA. He received a BFA from The Juilliard 
School and an MFA from the University of Wisconsin-Milwaukee. 
Casel was awarded a Bessie (New York Dance and Performance 
Award) for Sustained Achievement for his dancing in the companies 
of Michael Clark, Stanley Love, Zvi Gotheiner, Sungsoo Ahn, Lar 
Lubovitch, and Stephen Petronio. He is an assistant professor 
of dance at University of California, Santa Cruz where he was 
awarded a Hellman Fellowship in 2015. Casel is Artistic Director 
of GERALDCASELDANCE (a Bay Area-based dance company), 
a Resident Artist at ODC in San Francisco (2015-2018), and is a 
Yerba Buena Center for the Arts Fellow (2016).

Heather Castillo (MFA, UC Irvine) is an assistant professor of 
Performing Arts at the newest addition to the CSU, Channel Islands. 
As a young performer she danced in various commercial venues, 
most recognizable are Disney, Saban, and Universal Studios. 
Theatrical choreography credits include The Little Mermaid, Meet 
Me In St. Louis, Annie, The Sound of Music (Ovation Nomination 
Best Musical), Cinderella, The King and I, She Loves Me, 1940’s 
Radio Hour, Seussical, The Fix, Loving Repeating, Connecticut 
Yankee and Woyzeck. Heather has received critical acclaim from the 
LA Times, Backstage and in 2009 received the Best Choreography 
award from BroadwayWorld.com for the SoCal region. Heather is 
co-founder of Commercial Dance Heritage Alliance(CDHA) with 
Tracey Bonner.

Rita Castro Silva (MA) is a dance educator and co-creator of 
the Moving Minds project. She is a graduate of the NYU Dance 
Education Program in ABT Ballet Pedagogy concentration. She 
was trained in ballet by teachers of the National Conservatory of 
Portugal and participated in Summer Intensives with the Ecole 
Superieur de Danse de Cannes, Yorkshire Ballet Seminars and 
the Corella Ballet. She has danced for renowned Portuguese and 
international choreographers, such as Benvindo Fonseca, Carlos 
Miró and Rui Pinto. She was full-time faculty of the Regional 
Conservatory of Alhandra, in Lisbon, teaching ballet, modern, 
creative movement and Jazz, from 2013 to 2015.

Tiana Chambers grew up in Utah and began dancing at the age of 
three. She danced with several pre-professional and professional 
companies, including Ballet Utah and Shifting Velocity Dance 
Company, and also travelled overseas to perform with the Hubei 
Opera and Dance Drama Theater in Wuhan, China. Tiana has 
worked as a dance educator and integration specialist in public 
schools, after school programs, private studios, and in college 
classrooms as a teaching assistant. She graduated from Southern 
Utah University with a B.S. in Dance Education. Tiana joined 
NDEO in 2016 and has enjoyed combining her aptitude for 
administrative work with her passion for dance as the Director of 
the National Honor Society for Dance Arts.

Ivy Chow (MFA, BS) is the artistic director of I.C. Movement 
Project, and studio director of CityDance POP. She received a 
Bachelor of Science degree in Ballet Performance from Indiana 
University, and studied daily with Violette Verdy and Michael 
Vernon. She received a Master in Fine Arts in Dance degree from 
The George Washington University. She taught Pre-College Ballet 
and College Ballet Elective at Indiana University. In addition, she 
was an Adjunct Professor at American University teaching ballet. 
She also served as Senior Program Manager at the School and 
Conservatory of CityDance, in North Bethesda, Maryland. Ivy has 
performed with the Graduate Program at Pittsburgh Ballet Theatre 
and with Washington, DC-based companies Gin Dance Company, 
SerendibDance and KyokoDansu. 

Caroline Sutton Clark completed her PhD in Dance at Texas 
Woman’s University in 2016. Clark’s dissertation research 
investigating Austin, TX dance history received the 2015 TWU 
Graduate Council Award for Exceptional, Original Scholarship. 
Also in 2015, Clark received the NDEO Top Paper Citation and 
a Favorite Professor award. Clark is the 2017 Caroline Plummer 
Research Fellow in Dance at the University of Otago, New 
Zealand, where she designed and implemented a community oral 
history project. Coming from a range of professional experience 
performing and teaching modern dance, butoh, and ballet in 
addition to studying other forms of world dance, Clark received 
her BFA from the University of Michigan and MFA from the 
University of Hawaii.

Wendy Palmer Clark has been teaching and researching ballet 
for over 10 years. Most recently, she finished her MA degree in 
ballet pedagogy at NYU Steinhardt and became certified in all 
levels of ABT National Training Curriculum. She teaches for 
several schools in the New York area, including Brooklyn Ballet 
and American Dance Theater Workshop.

Dr. Karen Clemente is Professor of Dance and Chair of the 
Theater and Dance Department at Ursinus College, in Collegeville, 
Pennsylvania. Karen is the Co-director of the Feet First Dance 
Center in Phoenixville, Pennsylvania, where she teaches and 
choreographs in a community dance setting. She has worked 
with the Pennsylvania State Department of Education in the 
development of dance curriculum guidelines and arts academic 
standards. Karen serves on the Editorial Review Board for JODE. 
Karen earned both the Master’s and Doctorate in Dance Education 
from Temple University. Her awards include: Outstanding Higher 
Education Dance Educator by NDEO (2009), Creative Hands 
and Voices Award by the Neighborhood Interfaith Movement 
in Philadelphia (2010), and Professor of the Year at Eastern 
University (2012).

Sumi Clements received her BFA in Dance from the University 
of California at Santa Barbara where she was the recipient of the 
Patricia Sparrow Scholarship & Corwin Award for Choreography. 
She subsequently moved to New York where she was a member of 
Peter Kyle Dance and involved in various projects around the city 
before returning to study at NYU’s Tisch School of the Arts. Upon 
receiving her MFA in Dance Performance and Choreography, she 
went on to co-found Summation Dance, showing work at Jacob’s 
Pillow, BAM, Baryshnikov Arts Center, Judson Memorial Church, 
Danspace at St. Mark’s Church, and the 92nd St Y, among others. 
She currently dances for Crossman Dans(c)e and is a Dance 
Education Laboratory (DEL) graduate.
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Cari Coble is a Professor of Dance at Jacksonville University, 
Florida, where she has choreographed and performed numerous 
original works. Additionally, she directs the low-residency MFA 
in Choreography at JU and teaches Dance for Life classes to the 
community for persons diagnosed with Parkinson’s disease. Cari 
received her early training at the Washington School of Ballet, 
North Carolina School of the Arts, and The Pennsylvania Ballet. 
Professionally, she has danced for Alabama Ballet Company/
BalletSouth, The Appalachian Ballet Company, Festival Ballet-
Atlanta, and The Ballet Company of Spokane. Cari received her 
BA from Birmingham-Southern College and her MFA in dance 
at Florida State University where she was the recipient of the 
Suzanne Farrell Fellowship.

Denise Maxwell Cochran serves as the Round Rock ISD Dance 
Coordinator over the Elementary, Middle, and High School Dance 
programs and educators. She takes pride in RRISD Dance being 
one of the State’s leading public dance programs. Denise also 
serves as the Texas State Dance Supervisor for Student Teachers. 
She enjoys helping prepare the future dance educators for our state.
Denise was honored by TDEA with the Lifetime Achievement 
Award and the Director of the Year Award. She has actively worked 
for Dance Education by serving on the State TEKS review/ writing 
committee and Dance Certification Test review and the Board of 
directors for CEDFA. Dance Education has been her passion for 
over 30 years.

Kerrianne Cody (MA, BFA) teaches dance at PS 165 - The Edith 
K. Bergtraum School, in Flushing, New York. She began working 
for the NYCDOE five years ago after receiving her Master’s 
Degree in Dance Education, and K-12 teaching certification from 
NYU Steinhardt. Her professional responsibilities include being a 
board member for NYSDEA, co-president of the NYCDOE UFT 
chapter for dance educators, and an Arts Monday’s Facilitator for 
the DOE. Kerrianne has served as a New York State Standards 
Revision writer, and has presented work at local and national 
conferences. Her awards include being the recipient of the K-12 
Dance Educator Award from NYSDEA. Kerrianne also holds her 
BFA in Dance Performance from LIU Post.

Patricia Cohen (MA, RDE; Faculty, NYU/Steinhardt Dance 
Education; Academic advisor, NYU/ABT Ballet Pedagogy 
Program) develops and teaches courses for NDEO’s OPDI, 
including the PTSDA, Dance History: Global, Cultural and 
Historical Considerations, and Mini courses. Cohen presents 
regularly at NDEO and daCi conferences. She is active in UNITY, 
an organization for dance and dance-related communities. Cohen 
contributed to Jazz Dance: A History of Roots and Branches. 
She was a co-creator of NDEO’s 2016 special topics Jazz Dance 
conference. She contributed to and serves on the editorial board 
of NDEO’s Dance Education in Practice journal. Cohen recently 
completed her term of office on the NDEO Board of Directors and 
received the 2011 NDEO Leadership Award.

Steven Concepcion, in 2013, graduated with a BFA in Dance from 
Rutgers University. He is pursuing a Masters in Dance Education 
along with an endorsement in Early Childhood Education at Rutgers 
University. Steven has focused his graduate study in education 
within urban environments; he is a member of the Graduate 
School of Education’s Urban Teaching Fellowship. In fall of 2016, 
through his graduate school program and professional advisement 
from Dr. Barbara Bashaw, Steven had the fulfilling experience of 
completing a full time teaching internship at First Avenue School, 

in Newark, New Jersey. During his placement there, he developed 
lessons that reflect his passion for incorporating interdisciplinary 
approaches within dance lessons that immerse students in English 
Language Arts through kinesthetic learning.

Lauren Connolly (leader of Connolly & Co.), a choreographer 
and dance educator from New Jersey, has been described 
as “sublime…full of surprises, admirably original ….and 
engaging…” Connolly & Co. has shown work through the New 
York, Boston, Philadelphia and New Jersey area in various 
festivals and performances including New York Live Arts, Koresh 
Come Together Dance Festival, Reverbdance: Echo Tours, Dance 
Teacher Summit, Rutgers University, Your Move, Dixon Place, 
Salvatore Capezio Theatre, Grounds for Sculpture and George 
Street Playhouse. Connolly graduated from Mason Gross School 
for the Arts with a BFA in Dance, serves a board member of 
Dance New Jersey as well as curator of Motion: New Danceworks 
Choreography Residency of coLab Arts in New Brunswick NJ.

Peter Cook, (BEd, MAEMgt) is a Lecturer at Southern 
Cross University (SCU), Queensland, Australia in the School 
of Education focusing on Creative Arts for Early Childhood, 
Primary and Secondary pre-service teachers. He is the Academic 
Coordinator for Initial Teacher Education. Peter has a long 
record of successful Dance teaching experience and curriculum 
implementation with students from selective, performing arts and 
comprehensive schools. As the State Dance Coordinator for NSW 
and Director of Schools Spectacular, Peter merged his expertise in 
choreography, directing and teaching. His experience has included 
choreographing original and commissioned works, and directing 
for stage and television within a variety of performing arts genres 
and with a range of performers. Peter is a PhD candidate at SCU.

Caryn Cooper (MA,BFA) is an administrator, educator, and writer 
from Long Island, NY. She began her dance training studying ballet 
in the Royal Academy of Dance. She works at Flushing Town Hall 
planning arts education programs for students and seniors. Under 
the direction of Dr. Martha Eddy, Caryn is a Moving for Life 
Certified Instructor using dance to help breast cancer patients. Her 
writings have been published by BroadwayWorld Dance, Dance/
NYC, and Americans for the Arts (AFTA). She is the recipient 
of the 2017 Women of Color in the Arts Leadership Through 
Mentorship and the 2016 AFTA Diversity Award. Caryn holds an 
MA in Dance Education from New York University and a BFA in 
Arts Management from LIU Post.

Ryan Corriston started dancing at age eight in Seattle with the 
Kaleidoscope Dance Company directed by Anne Gilbert. He received 
his BA and MFA in dance from the University of Washington where 
he performed with the Chamber Dance Company under the direction 
of Hannah Wiley. He has worked with Rob Kitsos, Rip Parker, 
Nancy Bannon, Tiffany Mills, Martha Clarke and the Bill T. Jones/
Arnie Zane Dance Company. He was a member of Doug Varone 
and Dancers from 2005-2011 and was artistic director of Harkness 
Repertory Ensemble at the 92nd Street Y in NYC from 2009-2011. 
Since 2013 he has been an assistant professor of dance at James 
Madison University.

Elisa Cotroneo has worked in education as a Registered Somatic 
Movement Educator and Therapist (RSME/T) and Teaching Artist for 
40 years. She began her career designing sensory motor educational 
programs for children ages 6 months to 5 years who struggled 
with developmental disabilities. As a Teaching Artist and Program 

114



Director for the Lincoln Center Institute for Aesthetic Education, Elisa 
taught in 1000’s of classrooms preK-16, and designed Professional 
Development and Degree granting programs for Educators and Artists 
across the US focused on developing perceptual ability through 
embodied experiences with works of art. Elisa served on the ISMETA 
Board of Director’s from 2007-2014, holding the office of President 
from 2009-2014 she now serves as ISMETA’s first Executive Director.

Melinda Criglar, (Type 75, MA, BFA) is a Dance teacher and 
the Core leader of the Dance Department at Adlai E. Stevenson 
High School in Lincolnshire, Illinois. As a dance teacher, Melinda 
works with Dance 1 through Dance 4 level dancers to hone their 
technical, choreographic and contemporary modern skills. Melinda 
and her coworkers have been working exclusively with Evidence 
Based Reporting. This work has produced extensive resource 
materials for curriculum instruction, and assessment for which she 
and her co-workers received the Those Who Excel Award of Merit 
from the Illinois State Board of Education, -2013-14. Melinda has 
served on the Illinois High School Dance Festival Board and has 
over 18 years of experience in dance education.

Emily Crofford (MFA in progress, BFA) is a graduate student 
at the University of North Carolina at Greensboro pursuing her 
MFA in dance with a concentration in choreography. She is a 
teaching assistant within the dance department. Emily teaches 
both contemporary dance and dance theory courses along with 
serving on committees within the department. Prior to attending 
graduate school, she worked for an arts outreach program, Artfully 
Living, located in Ohio. Her choreography has been showcased 
at both the Cleveland Dance Showcase and American College 
Dance Association conferences. She is a graduate of Kent State 
University where she received her BFA in dance education with an 
education minor. Emily is also a certified yoga teacher.

Matthew Cumbie is a dancemaker, educator, and collaborator 
based in Washington, DC, and is the Associate Artistic Director 
of Dance Exchange. His work explores his interests in activism 
and improvisation, bringing a poetic lens to a specifically queer 
experience. He has been commissioned to create and share 
performances at places like Harvard University, Texas State 
University, Dance Place, Triskelion Arts, and AS220, and his 
interest in collaborative processes has led him to work with a wide 
range of artists, including Liz Lerman, Keith Thompson, Sarah 
Gamblin, jhon stronks, Paloma McGregor, Chris Aiken and Angie 
Hauser, Betsy Miller, and Annie Kloppenberg, among others. 
Matthew began working with DX in 2011, shortly after receiving 
an MFA in dance from Texas Woman’s University.

Tina Curran (PhD, MFA, BFA) is the Director of the UTeach 
Dance Education program at the University of Texas at Austin in 
the Department of Theater and Dance. Her research focuses on 
dance literacy, living legacy and pedagogy. Additionally, Curran 
teaches on the faculty of the Dance Education Laboratory - 92nd 
Street Y Harkness Dance Center in New York City. As a Language 
of Dance (LOD) Certification Specialist, she has conducted LOD 
certification courses regionally, nationally and internationally. With 
Dr. Ann Hutchinson Guest, Curran is co-author of Your Move: The 
Language of Dance Approach to Movement and Dance (2nd Ed.).

Frederick Curry (MA, CMA, PMA™-CPT) is a Professor of 
Professional Practice in the Department of Dance, Mason Gross 
School of the Arts, Rutgers University, where his focus is on 
dance pedagogy and Laban Movement Analysis. He has taught 

at the Laban/Bartenieff Institute of Movement Studies, the Dance 
Education Laboratory at the 92nd Street Y and NYU Steinhardt in 
New York City, and served on the NDEO Board of Directors. As 
a Laban/Bartenieff specialist, he has led workshops and presented 
at conferences internationally including in Belgium, Canada, 
Denmark, France, South Korea, Switzerland, Uganda, the United 
Kingdom, and throughout the U.S. Frederick serves as Assistant 
Editor for NDEO’s Dance Education in Practice journal.

Shelley Cushman (MA, LMT, CMTB) Professor at the 
University of North Texas for 39 years and a prolific choreographer 
with well over 170 works. She performed with the Sara Rudner 
Dance Ensemble in NY and the Theatre Vanguard Improvisational 
Company in Hollywood. Her collaborative film, Cinematic 
Caricatures, involving 30 dances has been presented throughout 
the world. En I Me was included in the National ACDFA in NYC 
and she has been awarded Gala performances numerous times. She 
was awarded the NDA 2010 University Dance Educator of the Year 
Award. Among her professional research and teaching interests is 
the investigation into the fusion of bodywork and performance to 
create clarity and purpose in the body. 

Anna Dankel is a senior at Bridgewater State University majoring 
in Dance and Early Childhood Education. Anna presented 
her research on “The Benefits of Dance and Dance Education 
for Elderly Populations” at the BSU Mid-Semester Research 
Symposium. She is a member of the BSU Dance Company and one 
of the Public Relations Officers for the National Dance Education 
Organization Student Chapter at BSU. Anna has also been teaching 
dance at local studios for seven years. In the future, Anna plans 
on becoming an Elementary School teacher, bringing her love of 
dance and dance education to her public school classroom, as well 
as continuing to teach dance in local studios.

Teal Darkenwald (MFA, BFA, BS) teaches jazz, ballet and 
modern technique classes, dance composition and dance science 
courses at East Carolina University. Darkenwald also co-taught an 
Arts and Social Activism class for the Honors College. Darkenwald 
has been a guest artist at Ballet Philippines, Visceral Dance 
Center, Radford University, the University at Buffalo, Glendale 
Community College and Salve Regina University. She has a 
dual research focus in dance science and dances of the African 
Diaspora. Darkenwald was a contributing author on Jazz Dance: A 
History of the Roots and Branches. Notable grants and awards for 
scholarship include the Teaching Grant Award, the Research and 
Creative Activity Grant, the Alternative Text Award and multiple 
Regional Artist Project Grants.

Angela Dauphin (MA) has been on the Dance Faculty at Adlai E 
Stevenson High School in Lincolnshire, IL for 20 years. During 
her tenure, Angela has taught beginning through advanced levels 
of modern, ballet and jazz, and choreography/performance 
courses. Angela worked as an artistic director for the student 
dance companies for multiple years and set several choreographic 
works. Angela and the Stevenson Dance Faculty pioneered and 
implemented Evidence Based Reporting as an assessment practice 
and received the Those Who Excel Award of Merit from the 
Illinois State Board of Education, 2013-2014. Angela has served 
in many leadership roles at Stevenson High School throughout her 
career. Angela has also served on the Illinois High School Dance 
Festival Board.

Dr. Donna Davenport, Professor of Dance at Hobart & William 

115



Smith Colleges (HWS), is an active member of the Dance 2050 
Think Tank. Her professional activity is funded by the Milton 
Potter endowed professorship 2013-2018. She received her Doctor 
of Education in Dance from Temple University. Having chaired 
the HWS Dance Department and Social Justice Studies programs 
in recent years, she also served as Associate Dean of Faculty 
(2007-2010). She is currently Dean of Faculty at St. Peter’s 
Community Arts Academy, a founding member of the Journal of 
Dance Education editorial board, its first editor of book reviews, 
and the editor of a special issue on composition pedagogy. She 
continues to perform dance and present choreography primarily 
in Upstate NY.

Crystal U. Davis (MFA, MA, BA, CLMA) is an Assistant 
Professor of Dance at Columbia College in South Carolina 
where she supervises dance education certification. For twelve 
years she has taught dance and creative movement to children 
in public and private educational settings and facilitated training 
for educators. She attained her BA in Comparative Religion from 
Emory University (2000), her MFA in Dance from Texas Woman’s 
University (2003) her MA in Performance Studies from New York 
University (2004), and her CLMA from Integrated Movement 
Studies. She has performed, presented and conducted ethnographic 
research at international and domestic venues from the National 
Association of Independent Schools People of Color Conference 
to Mehrangarh Fort in Rajasthan, India.

Nicole Deming (MAEd, BFA) recently was named the Dance 
Teacher Specialist for Anne Arundel County Public Schools, 
coordinating a K-12 dance program for a school system of 78,000 
students. She holds a BFA in Dance Performance and Education 
from Towson University and a Master of Arts in Education. From 
2013-2016, Nicole directed the dance program at Marley Middle 
School in Glen Burnie, MD and directed the dance program at 
South River High School in Edgewater, Maryland from 2005-
2012. Her background includes curriculum writing and inclusion 
of special needs students within her dance programs. She has 
served as a mentor teacher and has presented at the National Dance 
Education Conference 2014 in Chicago, Illinois.

Melissa Denholtz (BA) is a graduate student in the dance 
education program at Rutgers University where she is working 
towards receiving her master’s of education and PK-12 dance 
teaching certification. She is an ABT® Certified Teacher and 
currently assists at the ABT® Certified School of Ballet at Mason 
Gross School of the Arts at Rutgers. Melissa received her early 
ballet training with the New Jersey Dance Theatre Ensemble. She 
graduated from Muhlenberg College where she received a BA in 
dance with a concentration in education.

Jennifer Dennehy, born in Buffalo, NY, began her dance training 
at the age of 3 and was trained in ballet, modern, tap, jazz, African, 
hip-hop, hoop and creative dance. She has a BA in Psychology. 
Jennifer Trained in Creative Dance at LUNA Dance’s Summer 
Institute in Berkeley, CA. Jennifer dances with Dafmark Dance 
Company teaches 15 weekly hoop classes in Erie, PA, and is a 
Pennsylvania Council on the Arts Rostered Teaching Artist. Latest 
endeavors include integrating creative dance practices into hoop 
dance, training in Cyr Wheel and teaching PA Standards Based 
curriculum through hoop dance and creative dance in schools. 
Additionally, Jennifer was awarded the 2015 Bruce Morton Wright 
Artist of the Year by Erie Arts & Culture.

Debra Evans DeVoe (MA, BA) teaches Second Grade and 
Creative Dance at Glenelg Country School, an independent 
school in Maryland. She believes integrating the performing arts 
into academics enriches children’s educational experiences. Most 
recently, DeVoe was a collaborator on an arts integration project 
with Towson University Dance, where she integrated its themes 
of community and diversity into her Language Arts and Math 
lessons. She teaches the Vaganova ballet technique at L’Etoile: 
The Russian Ballet Academy of Maryland and was on the faculty 
of Misako Ballet in Columbia, MD. DeVoe also has written for 
DanceView and has published a chapter book for children, Ballet 
Busters Leap into the First Nutcracker.

Erin Doherty is a junior at Hofstra University in the Bachelor 
of Science Dance Education Program. She has involved herself 
with as many dance education opportunities as possible, looking 
to grow as an educator. She is the president of T’DAA , Teaching 
Dance as Art, the dance education club and student NDEO Chapter 
on campus. She also is the student leader of Dancers in Schools, 
an outreach program run by faculty that goes to local k-12 schools. 
Erin has been on stage numerous times throughout her three years, 
performing in the faculty shows and student repertory, as well as 
many extracurricular club productions.

Kathleen Dominiak Treasure (MFA, BA) is the Director of 
Dance for the Hammond Academy for the Performing Arts at 
Morton High School in Hammond, Indiana. She is the HAPA 
Dance Ensemble Director in addition to being a choreographer 
and director for HAPA musicals. Kathleen served as an Adjunct 
Professor of Dance for Valparaiso University’s Department of 
Theater for 12 years and was the co-director of the VU Dance 
Ensemble where she choreographed over 30 concert works. She 
is a freelance choreographer for dance and theater organizations 
in Northwest Indiana and is the Artistic Director of Generations 
Dance Theatre, a multi-generational dance troupe. She is also a 
member of the IDOE committee for revising Indiana’s Dance 
Standards. 

Laura Donnelly (MFA, BA), (choreographer, teacher, writer, 
visual artist, directs Dancing with Ease. Her workshops for teachers 
and students incorporate the Alexander Technique into teaching, 
studying, and performing in dance, music, theatre, and life. A 
former professor of dance, Donnelly’s research on collaborative 
process, pedagogy, and the Alexander Technique has been 
presented at the Congress on Research in Dance, the International 
Association of Dance Science and Medicine, the National Dance 
Education Association, the 5th Annual International Conference 
on Civic Education, and the University of New Mexico Mentoring 
Conference. A member of the Kansas Dance Standards Review 
and Kansas Dance Licensure committees, Donnelly’s work is 
published in Teaching with Joy: Educational Practices for the 
Twenty-First Century, and Dance Education In Practice.

Sarah Donohue (MFA, CLMA, BFA) is an Assistant Professor 
of Dance at Utah Valley University. Sarah danced with Repertory 
Dance Theatre from 2009-2014 where she taught workshops 
and performed repertory of Isadora Duncan, Michio Ito, Doris 
Humphrey, José Limón, John Butler, Yvonne Rainer, Merce 
Cunningham, and Zvi Gotheiner. Sarah co-directed My Turkey 
Sandwich, a dance-theatre company. She taught and choreographed 
for Arts Across Nebraska, Montana Dance Arts Association, De 
Sales University, Rutgers University, The University of Utah, 
Ririe-Woodbury Dance Company, and Bella Vita Arts in Italy. 
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Sarah presented at the International Society for Humor Studies 
conference in Ireland in 2016. Sarah’s choreography, Still Life with 
Flight, was selected for the American College Dance Association’s 
2016 National Festival at the Kennedy Center.

Andrea Downing has a BA in Elementary Education from 
Arizona State University. She teaches dance at the middle and 
high school levels, and has earned a Masters of Arts in Curriculum 
and Instruction. Andrea began dancing in her high school’s dance 
program, and is interested in helping provide similar opportunities 
to teenagers throughout the state that may not have the opportunity 
to dance outside of school. For the past three years, she has been 
working with AzDEO to learn about the new student learning 
objectives, nationally and in the state of Arizona, and also with the 
AZ Department of Education to create meaningful and important 
experiences for students relating to the new SLO process.

Megan Doyle, Director 92Y School of Dance, holds a MA Dance 
Education from NYU and is a graduate of the Dance Education 
Laboratory. Megan has choreographed for American Girl, Netflix, 
Disney and Lululemon Atheltica. Megan’s company, Community 
Dance Project NYC, has presented works of Musical Theater and 
Contemporary Jazz throughout the NYC. As a performer, Megan 
spent 5 years on tour as Anne in The Diary of Anne Frank. Megan 
has taught dance throughout the United States at private studios, 
dance conventions, and in the NYC public school system as both a 
teaching artist and full time dance educator. Megan also wrote and 
developed the dance curriculum for Gymboree Play and Music.

Dr. Donna A. Dragon (CMA, SMT) is Associate Professor and 
Dance Education Specialist as well as the Coordinator for Part-
time Faculty Development at Bridgewater State University where 
she prepares dance education majors for K-12 teacher licensure 
and studio entrepreneurship. She is a researcher, curriculum 
consultant, pedagogic innovator and educator in somatic education, 
embodied pedagogy and in transformative teaching and learning. 
She developed somatics and Laban-based curriculum for studios 
and programs in the private sector. Dr. Dragon has mentored 
undergraduate, graduate and professional dance educators and 
teaching artists to envision and implement dance and somatic 
classes and programs in the public and private sectors. She was 
granted the Outstanding Dance Educator of the Year Award (post 
secondary) by NDEO in 2014.

Glynnis DuBois (MHSc, Dip AV Studies, BA, BScN) is a PhD 
student at the University of Toronto in the Department of Speech-
Language Pathology. She is a clinician with the Infant Hearing 
Program in Ontario where she provides listening and spoken 
language therapy for children with hearing loss. She has been an 
early childhood dance instructor for the past twelve years.

Ali Duffy is an Associate Professor of Dance at Texas Tech 
University and the founder and Artistic Director of Flatlands Dance 
Theatre (www.flatlandsdance.org). She is a doctoral candidate at 
Texas Woman’s University, and holds an MFA in Choreography 
from UNC Greensboro and a BA in Dance from UNC Charlotte. 
Professor Duffy has presented her choreography and scholarly 
research internationally, recently traveling to Australia, Trinidad, 
Hungary, and France. She performs regionally with her company, 
and receives commissions for teaching and artistic residencies with 
universities and professional companies across the United States. 
Her written research has been published in Research in Dance 
Education and The Journal of Emerging Dance Scholarship.

Allison Duke (MA, BFA, BA) directs the Dance Program at 
Phillips Exeter Academy, an independent boarding school in NH. 
She teaches ballet, modern, jazz and composition, advises clubs 
and choreographs for a student company. Allison champions 
social action through dance, embodied empathy, interdisciplinary 
learning and adaptive dance. In 2016, Allison earned a MA in 
Dance Anthropology from the University of Roehampton in 
London, writing her dissertation on Multicultural Curricular 
Transformation of Secondary School Dance Programs in the 
United States. Representation of non-Western disciplines and 
dissemination of culture through embodiment are among her 
research interests. After 20 years of ballet training, Allison now 
studies and performs Contemporary, Afro-Brazilian, Guinean and 
Capoeira/Contemporary fusion.

Toni Duncan has an MA in Dance Education from the University 
of Northern Colorado, a BA in Dance, and BS in Marketing 
from DeSales University. She has taught dance in suburban 
Philadelphia since 1998, and has been a full time dance faculty 
at the Pennsylvania Leadership Charter School’s Center for 
Performing and Fine Arts since 2011. Toni is active in NDEO, and 
is founding chapter sponsor for NHSDA at her school, a social 
media ambassador for NDEO’s Thank a Dance Teacher Day, 
and a member of the 2016 Outstanding Dance Educator Private 
Sector Selection Committee. She has presented original modern 
dance works at the 2013 and 2015 Pennsylvania State Association 
for Health, Physical Education, Recreation and Dance, Eastern 
District Conference.

Genevieve Durham DeCesaro (MFA, MA, BFA) is Vice Provost 
for Academic Affairs and an Associate Professor of Dance at 
Texas Tech University. Her choreography has been commissioned 
and performed across the country, with notable presentations at 
Virginia Tech, Spelman College, and the John F. Kennedy Center 
for the Performing Arts in Washington, D.C. She serves on the 
National Board of the American College Dance Association, 
holding an elected Directorship of the South-Central Region. She 
maintains an active performance career and focuses her research 
in the areas of feminism in dance, transformative curricula, and 
equity in dance education.

Becky Dyer (PhD, MFA, MS) is an associate dance professor 
at Arizona State University where she teaches dance pedagogy, 
somatics, creative practice, Laban/Bartenieff Praxis, movement 
analysis and movement practices. Becky holds a secondary dance 
education certification, and is a Laban-Bartenieff Movement 
Analyst (CLMA) and ISMETA registered somatic movement 
therapist (RSMT). Her research focuses on somatic epistemology 
and research, and somatic, transformative, and social/moral 
teaching perspectives. Becky’s research has been published in 
Research in Dance Education, Journal of Dance and Somatic 
Practices, Journal of Aesthetic Education, Somatics Magazine/
Journal, Journal of Dance Education and several books. Becky 
directs the undergraduate and graduate teacher training and 
certification programs at ASU.

Ali East (MPhED, DipPE) is a dance artist and educator at 
The University of Otago, New Zealand where she teaches 
choreography, dance history and issues, somatics, community dance 
and ethnography. Ali is the coordinator of Dancespeak Dunedin 
Performance Collective and the annual Shared Agendas Improvised 
Performance Events. From 1989-1996 she founded and directed 
New Zealand’s first choreographic school, Unitec, Auckland. Ali 
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is a regular conference presenter and has published a number of 
articles and book chapters. Her book Teaching Dance as if the World 
Matters: Eco-choreography - A Design for teaching Dance-making 
in the 21st Century was published in 2011. Her research investigates 
intuitive sensory somatic dance teaching and performance; situated 
dance teaching and dance, identity and place.

Martha Eddy (CMA, RSMT, EdD) is an advocate of Somatic 
Movement Education & Therapy & Somatic Movement Dance 
Education, author of Mindful Movement the Evolution of the 
Somatic Arts and Conscious Action and lecturer on eco-somatics, 
neuro-motor & socio-emotional development, & peace education/
violence prevention. She’s teaches “BodyMind Dancing” and 
Dynamic Embodiment SMT within Princeton, St Mary’s UNCG 
and Montclair State University’s degree programs. She founded 
Center for Kinesthetic Education in NYC, providing professional 
development and movement classes pre-K-12 using self-regulating 
movement and “healthy dancing”. Martha developed Moving For 
Life Dance Exercise in 1999 a non-profit providing free dance 
classes to people with life-threatening illnesses and has been 
featured on NY1, CNN, Fox News, the Today Show and CBS.

Jennifer Edmonds-Jones (BA) is founder and executive director 
of Bridges: Creating Artistic Community a newly formed arts 
service organization in San Antonio. Bridges partners with artists, 
organizations, and community leaders on new and developing 
projects to artistically serve the community. Other San Antonio 
credits include: Northwest Vista College, Guadalupe Cultural Arts 
Center, Salvation Army Hope Center, San Antonio Youth, Urban 
Connection, Works-In-Progress, ModaColab, Spareworks, Third 
Coast Dance Center, Satelight Dance. New York dance educator 
highlights: Summer Arts Institute, Marquis Studios, 92nd Street Y, 
Together In Dance; performing/choreography highlights: Idlewild 
(HBO), Play On! (Arena Stage, Pasadena Playhouse, Goodman 
Theatre), Rockette Workshop – Rockettes Out of Line (Radio City 
Music Hall), Sensedance, mixed abilities dance company Dance > 
Detour (Chicago).

Erica Lynette Edwards joined The Joffrey Ballet in 2000 as 
a ballerina where she danced soloist and principal roles. She 
retired at the end of 2014 to become the Director of Community 
Engagement. In this role she is responsible for managing all 
Joffrey arts education programs through Chicago Public Schools, 
parochial and private schools, and the community to increase 
access, awareness, and appreciation for the art of dance. She serves 
on the Partnership and Professional Learning Panel of Ingenuity’s 
Collective Impact Panel to help shape the policy, practice, and 
landscape of arts education in Chicago Public Schools. She is a 
teacher, choreographer, public speaker, project manager, and most 
recently a member of Crain’s Chicago Business 40 Under 40.

Alysha Elie is a senior at Bridgewater State University studying 
dance as well as elementary education. Alysha is public relations 
officer for the NDEO student chapter at Bridgewater. Alysha is 
also a member and choreographer for the BSU Dance Company 
and the President of the BSU Dance Team. Alysha has always 
enjoyed teaching dance and currently does so at local studios. 
Alysha teaches tap, jazz, contemporary, lyrical, hip hop, and 
musical theatre.

Susan Epstein (BFA/SMU and Graduate work CWRU) has 
performed with Albert Reid, Kelly Holt and Kathryn Karipides. 
She has consulted in the dance merchant industry for Taffy’s, 

Danskin, Capezio , Dance Spirit Magazine and Curtain Call. As 
an entrepreneur, Susan founded and directed the UDMA Dance 
Resource and Costume Show.  She is the founder of Dance 
Pathways, a website and lecture series dedicated to, educating and 
empowering dancers to discover college and career opportunities 
through communication, seminars, workshops, networking and 
resources. She is also the Producing Director of the Group Study 
program at Gibney Dance in NYC, creating customizable programs 
for visiting groups offering workshops, panels and master classes 
that help us share a 360 view of the dance world.

Ayrin Ersöz, born in Bulgaria, is a dancer, choreographer, and 
scholar based in Istanbul, Turkey. She received a BA in Dance 
(2003) and a MA in Art and Design (2006) from Yildiz Technical 
University, and a PhD degree in Theatre Criticism and Dramaturgy 
from Istanbul University. From 2003-2007, she performed with 
Istanbul Dance Theater and has presented works as a freelance 
choreographer in Turkey and Europe. Currently a Fulbright 
Research Fellow at Rutgers University (USA), she will mentor 
dance artists at the invitation of the Gdansk Dance Festival in 
Poland in 2017. Dr. Ersöz is an Associate Professor within the 
Department of Music and Performing Arts at Yildiz Technical 
University in Istanbul.

Anne Moore Erwin earned a MFA in Dance from the University of 
Cincinnati, College Conservatory of Music and is a certified Dance 
Educator in the Cincinnati area. Anne is currently the Director of 
Dance at Glen Este High School and the Artistic Director of the 
West Clermont Dance Company. She is a member of NDEO and 
she is co-chair of the National Mentoring Committee.

Jessica Eugene, a New Orleans native, attended Lusher Charter 
School where she graduated with high honors and a Certificate 
of Artistry in Dance. Jessica also studied dance with the New 
Orleans Ballet Association where she had the opportunity to work 
with major dance companies including Complexions, Ailey II, 
Ballet Hispanico, and Dayton Contemporary Dance Company. 
She has also attended the American Dance Festival and the Urban 
Bush Women’s Summer Leadership Institute. Jessica is currently 
attending the University of Southern Mississippi, where she is 
pursuing a Bachelor of Fine Arts in Dance Education.

Lauren Humm Fakete is the Lead Teacher for House of the Roses 
Volunteer Dance Company, a nonprofit organization based in NYC 
which delivers free weekly dance and creative movement classes 
to homeless and at-risk children and youth. She graduated cum 
laude from George Mason University in Fairfax, Virginia with a 
BA in Dance and a BA in Political Theory and Law. She received 
her training from Lionville School of Dance and The Wilmington 
Ballet Company.

Beth Wright Fath (MFA, CMA) is faculty at NC State. Prior to 
NC State, she was an Associate Professor and Director of Dance 
at Peace College. Beth has performed and presented her work: at 
Movement Research and Danspace; at American Dance Festival’s 
Opening Acts; at ACDA conferences; through Five Chick Posse 
Productions and NC Dances; and with the Liz Lerman Dance 
Exchange, Rick McCullough, and others. Beth is an officer and 
founding board member and Treasurer of the North Carolina 
Dance Education Organization and a former officer and Board 
member for NCDA. 

Margot Faught (BS, MS) has worked as a dance educator, 
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arts project consultant, workshop facilitator and choreographer 
throughout the country and internationally for over 38 years. 
Consulting work and affiliations include The Kennedy Center, 
Arts in Motion Africa, City Center (NY), VSA Arts (National, 
Indiana), Young Audiences (San Jose, Indiana), ArtsConnection 
(NY), Together in Dance (NY), Dance Education Laboratory 
(NY), Indiana University, Joetsu University (Japan), Gerry Morel 
Balletschool (Netherlands), Indiana Dept. of Education, Indiana 
Arts Commission, Connecticut Arts Commission, Kaleidoscope 
Dance Company (Seattle), Phoenix Theatre and Asante Children’s 
Theatres Indianapolis, Weathervane Theatre (NH), NDA, NDEO, 
and daCi. In New York City, Margot is the NYCDOE Arnhold 
Dance Programs Coordinator and Summer Arts Institute Artistic 
Director.

Anita Feldman (MA), Associate Professor, designed and 
directs the Dance Education Program at Hofstra University, and 
teaches and choreographs contemporary tap dance. Ms. Feldman 
gained an international reputation as a leading innovator of tap 
dance, choreographing pieces in collaboration with new music 
composers that incorporated electronics and the patented “Tap 
Dance Instrument.” Anita Feldman Tap, a company of musicians 
and dancers, performed for twenty years in the U.S., Canada, 
Japan and Germany. Her work was supported by numerous grants, 
including six N. E. A. Choreography Fellowships. The author of 
Inside Tap, NYSDEA awarded her the 2016 Outstanding Post 
Secondary Dance Educator Award. She is a certified teacher of 
Embodyoga, a blending of Body-Mind Centering and Hatha Yoga.

Lynda P. Fitzgerald, Coordinator, Performing Arts-Dance/Artistic 
Director: AACC Dance Co., developed the dance curriculum and 
major, and established a service learning component enabling 
dancers to teach in AA County public schools. She has taught and 
performed across the country for the American College Dance 
Association. Lynda performed professionally with the Great 
American Entertainment Company in L.A., and toured the U.S. 
Fitzgerald holds a MA in Education with a concentration in Dance 
from Stanford University and a BA from Connecticut College in 
English and Dance. She is a “NISOD” Excellence Award recipient, 
and she was awarded the AACC “Distinguished Service Award” 
for exceptional contributions affecting the college community. 
Lynda is the Mid-Atlantic-N regional representative for the 
American College Dance Association.

Nicole Flinn (MA) is Associate Professor of Dance at Hope 
College. She specializes in dance pedagogy, curriculum 
development, arts integration, assessment, and advocacy. She 
developed a K-12 dance program and worked in the district for 
12 years. Nicole is the director of StrikeTime Dance Company, 
a student resident company that promotes dance outreach for 
children. She is on Board of Directors for SHAPE Michigan, and 
an active member NDEO, MDC, and DaCI. 

Jennifer Florey started her dance career at the age of six dancing 
at Dean/ Black School of Performing Arts, Inc. Jen went on to 
study Dance Education, Physical Education, and Exercise Science 
at Hope College in Michigan. Mrs. Florey performed with Insync 
Dance Theatre, dANCEpROjeCt, and Hip Hop Anonymous. She 
also got the chance to perform with Chicago Tap Theatre during 
their residency at Hope College, and in Chicago at their Tidings of 
Tap performance. Florey completed her student teaching in the city 
of Chicago, became assistant director of Auroris Dance Company 
in Chicago suburbs, and then moved to Yuma, AZ to run the dance 

program at Kofa High School. She currently is a graduate student 
at UNCG.

Loretta Di Bianca Fois received her MFA in Dance from The 
Ohio State University, and her BA in Theatre/Chemistry from 
The College of the Holy Cross. She is an Associate Professor 
and Director of the Dance program at Raritan Valley Community 
College, Founding Director of New Jersey Dance Studio, 
Artistic Director of Puppe’n’Dance, and has served as an Artist 
in Residence for the Paper Mill Playhouse Outreach program.
Loretta has worked professionally with Claire Porter, Dancing in 
the Streets, Andrew Jannetti & Dancers, and has performed with 
various artists including Ellen Cornfield, Pat Graney, Ralph Lemon, 
Creach/Koester, Sabatino Verlezza and Stephen Koplowitz. Ms. 
Fois has served on faculty at Mason Gross School of the Arts, City 
University of New York, Ohio State University, Union County 
College, Middlesex County’s School of Performing Arts, and New 
Jersey School of Ballet. She was a teaching artist for NJ Department 
of Education and has taught at various American College Dance 
Conferences. Loretta received a 2017 and 2011 Choreography 
Fellowship from the New Jersey State Council on the Arts, and has 
been the recipient of a number of grants including NJSCA AIE, 
NYFA and The Puffin Foundation. Loretta spent her sabbatical 
years (2011-2013) in Rome, Italy studying Dalcroze Eurhythmics. 
She served on the Writing Team for the revision of the NJ Core 
Curriculum Content Dance Standards, on the Advisory Board of 
Freespace Dance, and is currently Vice President of Education for 
Dance NJ.

Kimani Fowlin (MFA) is an internationally recognized Dancer, 
Choreographer and Educator dedicated to creating art with a 
purpose--social justice is at the core of her dance making. She is 
co-founder of Boom!Beep!Bop!, a children’s dance class rooted 
in the African Diaspora. She is an Assistant Professor at Drew 
University and a part-time Lecturer at Mason Gross Dance, 
Rutgers University. Kimani teaches residencies throughout 
NYC for Brooklyn Academy of Music and DreamYard Project. 
As an AFAA Certified Group Fitness Instructor, she teaches and 
organizes events for Crunch. Kimani serves as an advisory council 
member for the Field Leadership Fund.

Lisa A. Fusillo began training professionally at Washington School 
of Ballet and later trained in New York, London, Russia, and 
Denmark. She earned the Professional Teaching Diploma from the 
Royal Ballet School and certifications from ABT National Training 
Curriculum and New York City Ballet Education Department. She 
has presented choreography and scholarly research throughout 
Europe, in Asia, and at the International Ballet Competition. 
Fusillo is a Fulbright Scholar and has published articles on Léonide 
Massine, Charles Weidman, and dance in American musical 
theatre. The recipient of four NEA grants, she is the founder/
director of Dance Repertory Project, and is active in community/
guest artist collaborative outreach. Professor Fusillo serves as head 
of the Department of Dance at the University of Georgia.

Pamela Geber Handman is an Associate Professor in Modern 
Dance at the University of Utah’s School of Dance where she serves 
as Director of Undergraduate Studies and teaches contemporary 
modern technique, improvisation, composition, dance kinesiology 
and teaching methods. Pamela is co-founder of Dance Science 
and Somatics Educators and long-time member of International 
Association for Dance Medicine and Science (IADMS). Pamela 
co-developed “Jump Start” (dance and story workshop for 
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individuals with Down Syndrome) and collaborates annually with 
Kristen Paul in the Department of Special Education. She holds 
an MFA from the University of Washington in Seattle, a BFA 
from New York University’s Tisch School of the Arts, a teaching 
certification from Bloomingdale House of Music (NYC), and has 
performed professionally.

Melanie George (MA, CMA) is an educator, choreographer, 
scholar, and certified movement analyst. As the founder of 
Jazz Is… Dance Project, she has presented her research on jazz 
dance improvisation/pedagogy throughout the U.S., in Canada 
and Scotland. Her choreography has been commissioned by 
universities in ID, MD, NC, OH, PA, and RI. Publications include 
“Jazz Dance, Pop Culture, and the Music Video Era” in Jazz 
Dance: A History of the Roots and Branches (University Press 
of Florida). Melanie is the Audience Educator and Dramaturg 
at Lumberyard Contemporary Performing Arts, working with 
internationally recognized artists in the incubation of new works. 
Prior to Lumberyard, she directed the American University dance 
program, and taught at The Washington School of Ballet.

Miriam Giguere holds a BA in psychology and an MS in 
Education from the University of Pennsylvania and a PhD in 
dance from Temple University. Dr. Giguere is the Department 
Head for Performing Arts at Drexel University. Her research 
has been published in Arts Education Policy Review, Journal of 
Dance Education, Research in Dance Education, Arts & Learning 
Journal, and Selected Dance Research, Vol 6 among others. She 
is associate editor of Dance Education in Practice. Dr. Giguere 
is the 2009 recipient of the American Educational Research 
Association (AERA) Arts and Learning Special Interest Group 
national dissertation award. She was the keynote speaker for 
Dance Education Conference 2010 in Singapore, and is the author 
of the textbook Beginning Modern Dance.

Camila Gil, Director of Arts Education and Outreach. Born in 
Bogota, Colombia is a former TAYB scholarship student and 
holds a Masters in Global Governance from Florida International 
University and a Bachelors of Arts in International Studies & 
Political Science from the University of Miami. Ms. Gil joined 
the TAYB faculty in 2008 as a student assistant and has since held 
various positions within the organization.

Susan H Gingrasso (MA, CMA) is a Language of Dance® 
Certification Specialist and University of Wisconsin-Stevens Point 
Professor Emeritus. Her equestrian past has informed her career 
as a dance educator. Her presentations focus on Dance-based 
dance literacy through Language of Dance and LMA. Susan has 
championed member publication through the What to Publish 
sessions and the Publishers Resource for Writer’s NDEO web page. 
She writes the “Practical Resources for Dance Educators” column 
for Dance Education in Practice and recently co-chaired NDEOs 
Strategic Planning process that resulted in the NDEO Priorities 
for Dance Education. The Associate Director for the Language of 
Dance® Center, USA, Susan teaches LOD certification courses for 
DEL and the LODC.

Naomi Goldberg Haas is a dancer, master teacher, choreographer 
and founding artistic director of Dances For A Variable Population 
(DVP). With DVP, Ms. Goldberg Haas has created eight site related 
full length works. She also leads DVP’s education programs. Ms. 
Goldberg Haas has worked in concert dance, theatre, opera and 
film and holds an MFA from Tisch Dance at NYU, and began her 

career with the Pacific Northwest Ballet. In 2013, Ms. Goldberg 
Haas received the “Art + Action Award” from Gibney Dance. 
The Lower Manhattan Cultural Council awarded her the 2014 
Presidents Award for the Performing Arts.

Ilana Goldman (MFA) is an Assistant Professor of dance at 
Florida State University and has taught and choreographed for 
schools and companies across the country. She received her BFA 
from The Juilliard School, where she was awarded the John Erskine 
Prize for Artistic and Academic Excellence, and her MFA from the 
University of Washington. She danced professionally with Oakland 
Ballet, Sacramento Ballet, Cedar Lake Contemporary Ballet, 
Alonzo King’s LINES Ballet, and Trey McIntyre Project. Her two 
short dance films, Convergence and Fledgling, have screened at 
numerous international film festivals. She has presented papers 
focusing on community engagement at the World Dance Alliance 
Conference and the Hawaii International Conference of Arts and 
Humanities.

Khayla Golucke (MA, BA) is a professional dancer with interests 
that extend beyond the stage. Originally from El Paso, Texas, 
she obtained her BA degrees in Dance and English from Loyola 
Marymount University in Los Angeles and recently graduated 
with her MA in Arts & Cultural Management from King’s College 
London. Her international experience in the creative industries 
has led to successful work in both marketing and community 
engagement for companies such as the Debbie Allen Dance 
Academy, Helios Dance Theater, and the Cultural Institute at 
King’s College London. She manages programming for Heidi 
Duckler Dance Theatre’s DuckEd arts education programs.

Tricia Gomez is a sought-after presenter in the Dance and 
Occupational Therapy conference circuit, with a focus on creating 
developmentally appropriate hip hop choreography, as well as 
using dance to assist students of different abilities in reaching 
developmental goals. Her ground-breaking rhythm and dance 
program, Rhythm Works Integrative Dance, utilizes evidence-
based practices from OT, PT, SLP, and ABA, and incorporates 
functional dance movement at the “just right challenge” for each 
student. In addition to training educators and therapists worldwide, 
Tricia is a contracted Teaching Artist with Disneyland’s Performing 
Arts Program. Past experience includes dancing with the Los 
Angeles Laker Girls, appearing as the Head Judge on CBS’s 
“Dance Revolution,” owning a dance studio, choreographing for 
TV and stage, and more!

Chard Gonzalez (MA, BFA) is the School Principal at South 
Coast Conservatory in Laguna Niguel, CA. He received his BFA 
in Dance Performance from SUNY Purchase and his MA in Dance 
Studies at Laban Centre London. Chard has over 20 years of 
teaching experience at University and High School conservatory 
programs including London Contemporary Dance School, Laban 
Centre London, Roehampton University, Douglas Anderson 
School of the Arts and New Orleans Center for Creative Arts. His 
leadership experience includes the direction of Chard Gonzalez 
Dance Theatre, Dance Alliance of New Orleans and California 
Ballet School. As a dance artist, educator and advocate, Chard’s 
priority at South Coast Conservatory is to sustain and promote the 
highest caliber of dance performance and education.

Jody Gottfried Arnhold (MA, CMA) Founder of Dance 
Education Laboratory (DEL) at 92nd Street Y, is a dance educator 
and advocate. She created DEL in response to the need for a 
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practical and focused dance pedagogy program. Through DEL, 
Jody aims to inspire and prepare teachers to work with children 
and teens. It is her mission to provide every child with a quality 
dance education. Jody earned a BA from the University of 
Wisconsin, Madison, an MA in Dance Education from Teachers 
College, Columbia University and is a Certified Movement 
Analyst (CMA). She taught dance in the NYC public schools for 
more than 25 years, providing her with the experiences that have 
guided her dance education efforts.

Chanel Shanae Green (EdD, MA, BA, CPFT) is the Director 
of Shanae Arts, now in its 5th year, a program that equips dancers 
in the word of God, dance technique and fitness, and equips the 
dancer in ministry and service to God and leadership. Chanel 
studied dance at Art in Motion Dance Company and CSU Fullerton. 
She has choreographed for several community organizations and 
has provided artistic direction to dance ministries. As a dancer 
she has danced on various platforms including networks such as 
Time Warner Cable and The Word Network. Chanel has recently 
published her dissertation concentrating on dance and leadership. 
Additionally, she is developing programs for her research on dance 
and leadership.

Anne Green Gilbert (MAT) is Founding Director of Creative 
Dance Center, Kaleidoscope Dance Company, and the Summer 
Dance Institute for Teachers in Seattle. Anne is a master teacher, 
choreographer, and author. She has conducted hundreds of 
workshops for children and adults across the USA and abroad as 
well as teaching classes for all ages at CDC for over thirty years. 
She is the author of four dance textbooks, two instructional DVDs, 
and numerous articles. Her awards include the 2005 NDA Scholar/
Artist Award, the 2011 NDEO Lifetime Achievement Award, the 
2014 Lawrence Tenney Stevens American Dance Award for her 
work with boys in dance, and the 2016 American Dance Festival 
Balasaraswati/Joy Ann Dewey Beinecke Endowed Chair for 
Distinguished Teaching 2016.

Jill Green (PhD, MA, MKA) is a professor in the School of 
Dance at the University of North Carolina at Greensboro. She 
conducts research and teaches somatics, body theory and practice, 
postpositivist research, and dance pedagogy. Dr. Green’s work is 
published in a number of journals and books. She is a Fulbright 
Scholar (Finland) and a former co-editor of Dance Research 
Journal. In addition, Jill is a Master Kinetic Awareness® teacher 
and directs a training program for students who wish to be certified 
in the practice.

Melissa Greenblatt is originally from Houston, Texas and first 
began dancing at the age of six. She graduated from the University 
of Texas at Austin with a BBA in Marketing. After graduation, she 
worked in the corporate world of consumer products, spending 
thirteen years with Procter & Gamble in the marketing and brand 
management functions. She continued dancing throughout college 
and while working. In early 2006, she had the unique opportunity 
to go back to school full time at the University of Maryland. There, 
at a Laban workshop, she met NDEO former Executive Director 
Jane Bonbright and realized the opportunity to work for NDEO. 
She joined the organization in 2007 and is currently the Managing 
Director with oversight of all NDEO programs and services.

Lisa Grimes is on faculty of Montclair State University’s Dance 
and Theater department since 1999 where she graduated with a 
BFA in Dance. Lisa is the Executive Director of Dance New Jersey 

and also the Managing Director of Freespace Dance, a professional 
Modern Dance Company. Her teaching experience exceeds over 25 
years in the K - 12 sector and 18 years in Higher Education. Lisa is 
currently a teaching artist for Young Audiences of New Jersey and 
Eastern Pennsylvania implementing the Dance To Learn program 
in various schools throughout New Jersey. As Managing Director 
for Freespace Dance, Lisa has been the Educational Outreach 
Coordinator for the past 7 years.

Angela Sigley Grossman is an Associate Professor of Dance 
at DeSales University. She holds an MFA degree in dance 
performance and choreography from Temple University. Angela 
has presented choreographic work at Temple University, St. 
Gregory’s University, Bucknell University, Moravian College, 
DeSales University, the American College Dance Association, 
the Philadelphia Fringe Festival, and the Baltimore Dance 
Invitational, and has performed for various local and nationally 
known independent choreographers. She is on the Board of 
Directors for Arts Academy Elementary Charter School in 
Allentown, Pennsylvania, and has also designed lighting for dance 
performances in the Philadelphia area. Previously, Angela taught 
at Temple University and the Lehigh Valley Charter High School 
for the Performing Arts.

Joy Guarino is an Associate Professor of Dance at SUNY Buffalo 
State teaching a variety of technique, choreography, dance history, 
and dance education courses. Professor Guarino has developed 
courses, conducted research, and presented internationally on 
kinesthetic learning, dance/movement integration, and service 
learning. Her choreography accentuates the use of mixed media 
and audience participation. She enjoys working creatively with 
professionals and students and has presented her choreography 
internationally. Ms. Guarino earned her MFA from Temple 
University and holds a NYS Teacher’s Certification in Dance. As a 
practitioner and consultant in the arts-in-education profession, both 
personally and as a mentor for her students, she is committed to 
finding creative and practical ways of designing and implementing 
meaningful children’s arts programs.

Lindsay Guarino is an Associate Professor of Dance and the 
Director of Dance at Salve Regina University. A native of Buffalo, 
NY, Lindsay has taught and choreographed in a wide range of jazz 
and contemporary styles at universities, private dance studios, 
festivals and conferences across the country. In 2014 she published 
the book Jazz Dance: A History of the Roots and Branches. This 
past summer Lindsay planned and hosted NDEO’s Jazz Dance: 
Roots and Branches in Practice Conference at Salve Regina, and 
this spring she will be teaching a jazz course through NDEO’s 
Online Professional Development Institute. She holds a BFA in 
dance from the University at Buffalo (SUNY) and an MFA in 
dance from the University of Arizona.

Daniel Gwirtzman (MFA) is the Education Director of Daniel 
Gwirtzman Dance Company, a NYC-based nonprofit celebrating 
its 19th year. The Company has a rich history of presenting 
interactive, multigenerational, highly accessible programming 
through partnerships with numerous civic, community, and cultural 
institutions. He also works as a teacher, producer, filmmaker, 
performer and choreographer. His teaching style has earned 
praise for its clarity, stylistic versatility, musicality, charisma and 
accessibility. “Gwirtzman does know that in dance less can be 
more,” says The New York Times. The New Yorker describes him 
as a choreographer of “high spirits and skill.” A dancer with Garth 
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Fagan and Mark Morris, Daniel has received numerous grants, 
international residencies and fellowships, and opportunities to 
teach, choreograph and perform. www.gwirtzmandance.org

Shana Habel (MA, BA) is the K-12 Arts Specialist in Dance for 
the Los Angeles Unified School District, where she was one of the 
first teachers hired to initiate their elementary dance program in 
1999. In her life before elementary, Shana taught secondary dance 
grades 7-12, and has also taught Creative Dance for Children 
at Loyola Marymount University. She is a past-president of the 
California Dance Education Association, and served as a member 
of the National Coalition for Core Arts Standards writing team 
in dance. She is active in dance and arts advocacy in California. 
Shana received a BA in Dance from BYU, and an MA in Dance 
History from the University of Utah.

Carrie Hammond is a graduate of the Baltimore School for 
the Arts in Baltimore City and holds a Bachelor of Arts degree 
in Visual and Performing Arts from the University of Maryland, 
Baltimore County. She also holds a Masters of Arts in Teaching 
Dance degree from UMBC. Carrie is a certified dance instructor 
for grades K-12 in the state of Maryland. She has studied under 
well-known performers such as Gregory Hines; Hinton Battle, 
Elizabeth Walton, and Adam Parson. She served as managing 
director of Common Ground Dance Company for more than five 
years as well as an Arts in Communities panelist for the Maryland 
State Arts Council. This is her sixth year at Oldfields School.

Mary Harding (MAED, BA) 2002 National Dance Teacher of 
the Year, has been head of the dance program at the Perpich Arts 
High School since 1990. Her research, “Peer Coaching in the 
Arts Classroom”, received multiple awards and was published in 
the June 2009 edition of JODE. Her article, “Assessment In The 
High School Technique Class- Creating Thinking Dancers”, was 
published in the August 2012 edition of JODE. She was a member 
of the Minnesota Standards writing team and was on the NCCAS 
dance writing team.

Carolyn Hebert is a PhD candidate in the Faculty of Education 
at the University of Ottawa in Canada. Her doctoral dissertation, 
funded by the Social Sciences and Humanities Research Council, 
explores the experiences of tap dancers through feminist 
phenomenology. She has presented her research at the CORD/
SDHS annual joint conference, at the Canadian Society for Dance 
Studies, and at the Canadian Society for Studies in Education. In 
addition to her academic work, Carolyn is also a contemporary 
jazz, tap, and ballet dance instructor in various recreational and 
competitive dance studios within the Ottawa region. She holds a 
Master of Arts in Dance from York University in Toronto, Canada.

Teresa Heiland (PhD, CLMA) Language of Dance Certification 
Specialist, Associate Professor, Loyola Marymount University, 
teaches pedagogy, LMA, and somatics. She completed her PhD 
in dance education, NYU. She researches imagery’s affects on 
dancers’ technique, how LA affects dancers’ work, and how 
learning evolves through using motif notation. She published in 
JODE, RIDE, Journal of Imagery Research in Sport and Physical 
Activity, Dance: Current Selected Research, Geographies of 
Dance, and Journal of Movement Arts Literacy. Her recent 
choreography, Tethered (2016), was made using motif notation 
at ARC Pasadena. She restaged L’Après-midi d’un Faune and 
Parsons Etude from Labanotation. She reviews dance for LA 
Dance Review and Bachtrack and is on the CDEA Task Force to 

develop a dance credential in CA.

Danielle V. Heller is a Colorado Native. As a dance teacher and 
advocate, she has participated in several state initiated movements 
including dance licensure, curriculum and assessment development 
and the foundation of CoDEO (Colorado Dance Education 
Organization). Beyond advocacy she is involved with dance 
around the state in both the public and private sector. Danielle 
owns Peak Academy of Dance in Conifer Colorado, a studio 
celebrating 20 years of providing comprehensive dance education 
for her mountain community. From 2013-2016 she worked at Red 
Rocks Community College and led the development of a Dance 
Studio Education and Management Degree. Currently she is 
working as Lead Faculty and Cite Manager for Arts Immersion, a 
charter school for the arts.

Matthew Henley is an Assistant Professor at Texas Woman’s 
University where he coordinates the BA Dance Studies and teaches 
in the low-residence doctoral program. He received a BA Religious 
Studies and a BFA Dance at the University of Arizona. Matthew 
then danced professionally in NYC, primarily with Sean Curran 
Company and Randy James Dance Works. After leaving NY, 
Matthew completed an MFA Dance and PhD Learning Sciences 
at the University of Washington. He is currently serving as an 
Assistant Editor for JODE. His research explores the cognitive and 
social-emotional benefits of dance education.

Cherie Hill is a dance teaching artist and Human Resources & 
Communications Manager at Luna Dance Institute. She is a long-
time lover of dance and has taught dance to children in the Bay 
Area since 2005. She has published dance research in Gender 
Forum and the Sacred Dance Guild Journal, and has presented at 
international conferences including the International Association 
of Black Dance Conference and the International Conference 
on Arts and Humanities. She has presented her dance teaching 
project, “Creative Movement and the African Aesthetic” at NDEO 
Conferences. Cherie holds a BA in Dance from UC Berkeley 
and a MFA in Dance Choreography and Performance from the 
University of Colorado Boulder.

Judi Hofmeister, (MS, BFA) is the Dance/Drama and Theatre 
Arts Consultant for the Colorado Department of Education 
(CDE). After a 10-year professional performing arts career, she 
began working in arts education in 1993. In 2000, Hofmeister co-
authored the First Phase of the International Baccalaureate (IB) 
Dance Guidebook and developed and piloted one of the first IB 
Dance programs worldwide. Arts advocacy and curriculum and 
assessment work: co-authored the Colorado Academic Standards 
(CAS) for Dance; facilitated the District Sample Curriculum 
Project in Dance; and sat on the Colorado Dance Endorsement 
Committee. Hofmeister is Past President and a founding member 
of the Colorado Dance Education Organization (CoDEO), an 
examiner for IB Dance, and an independent Arts Consultant with 
her company h2oh! Productions.

Megan Hoggarth has an MA in Dance Education from the 
University of Northern Colorado and a Bachelors in Elementary 
Education from Minnesota State University, Moorhead. Megan 
has been teaching dance for 15 years with 11 years in San Luis, 
Arizona as a full time instructor. She has been nominated as 
Teacher of the Year twice in her district, and Teacher of the Year 
for her high school. Megan founded the NHSDA chapter for her 
school, and created a dance scholarship program for her graduating 
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seniors. Her dance program has blossomed from 60 to over 
250 students. Megan is also known for shaping her students as 
individuals, giving them the confidence to achieve more and chase 
their dreams.

Haley Hoss Jameson (MFA, BS) is an Associate Professor & 
co-coordinator of the dance program at Stephen F. Austin State 
University in Nacogdoches, Texas. She has taught dance for the 
past 30 years in studios, workshops, and at the collegiate level. 
Haley has been faculty at University of Missouri-Kansas City’s 
Conservatory of Music and Dance, Missouri Valley College, 
Cottey College, and Northwest Missouri State University. Her 
areas of research and creative interests include Curricular design 
for Dance in the 21st century, Pilates, and Social Responsibility in 
the field of dance. She received her degrees in Theatre/Dance from 
Kansas State University and in Dance & Related Arts from Texas 
Woman’s University.

Cory-Jeanne Murakami Houck-Cox (BA, ABT® Affiliate 
Certified) is a National Policy Board Member for NDEO, a 
choreographer, teacher and prima ballerina. Her credits as a 
Teaching Artist/Adjunct Faculty include: USF, LaRoche College, 
Cal State Los Angeles, LAUSD Adopt-A-School, Armand 
Hammer United World College. She attended the Sundance 
Choreographer’s Lab and co-authored two screenplays which 
made the finals of the Sundance Screenwriters Lab. In 1997 she 
performed at the Presidential Inaugural Gala. She co-created 
“Winter War” & “Proud Heritage”, recipients of both the Irvine 
Foundation and National Endowment of the Arts, which were 
presented at the Kennedy Center. She teaches in K-12 – Higher Ed 
and Private Sector, continues her studies in OPDI and her former 
students perform throughout the world.

Alice Howes is a dance artist and educator who is director of 
Trajectory Dance Project, a Baltimore based modern dance 
ensemble. She is on faculty at Montgomery College and The 
Washington Ballet at THEARC. She has held full-time faculty 
positions at universities including Coppin State University, and 
UNC Charlotte. Howes’ choreography has appeared in selective
showcases at venues such as D.C.’s Dance Place and the Kennedy 
Center’s Terrace Theater and Millennium Stage. She holds an 
MA in dance from American University and an MFA in dance 
from Sam Houston State University. Howes also has earned a 
Certificate of Movement Analysis (CMA) from the Laban Institute 
of Movement Studies in New York City.

Karen W Hubbard (MA-OSU, Certificate in African/Kenyan 
Studies-Fulbright-Hayes Scholar), Associate Professor Dance 
Dept. UNC Charlotte. Training includes modern dance, ballet, 
mime, ballet based jazz/Luigi; modern jazz/Fred Benjamin; 
Dunham based jazz/Talley Beatty & JoJo Smith. She studied/
performed authentic jazz with Pepsi Bethel. Karen has taught 
authentic jazz master classes to students/dance educators in the US, 
British West Indies, Cape Town South Africa; and at NDEO 2016 
Summer Jazz Focus conference. Her writing on jazz dance history, 
pedagogy and multicultural curricula appears in academic journals 
and books; innovative teaching methodologies in authentic jazz 
dance are utilized nationally. Favorite memories Go-Go Girl with 
NBC Hullabaloo Dancers; performing on Broadway as Ermengarde 
in Hello Dolly!, Paper Doll Munchkin prototype/dancer in The Wiz! 
film.

Joyce Huser, Kansas State Department of Education Fine Arts 

Education Consultant, provides state and national educational 
resources and guidance for arts and arts education groups including 
development of curricular standards, curriculum design, instruction, 
and program planning. Her work includes writing National Course 
Code Descriptors for the visual arts with direction from National 
Center for Education Statistics; assisting in the development of the 
21st Century Arts Skills Map in cooperation with The Partnership for 
21st Century Skills; and writing the National Core Arts Standards for 
Visual Arts through the National Coalition for Core Arts Standards 
(NCCAS). Huser has received the Kansas and National Outstanding 
Elementary Art Educator of the Year and the Kansas Outstanding 
Supervision and Administrator of the Year awards. 

Ann Hutchinson Guest, having experienced the benefits derived 
from dance literacy early in her dance studies, determined to 
spread its use so that all might benefit. Dr. Guest, the author of 
the definitive Labanotation textbook (a term she coined for this 
system of recording movement), has also written countless teaching 
courses and educational manuals. Her research led her to begin a 
comparative study of other systems to record movement resulting 
in the publication of Dance Notation - The Process of Recording 
Movement on Paper (1984, Dance Books) and in 1987, CHOREO-
GRAPHICS: A Comparison of Dance Notation Systems from the 
15th Century to the Present (Gordon and Breach). She has revived 
and notated historical works to give the field direct access to its 
dance heritage. Notable highlights include La Cachucha, the dance 
which Fanny Elssler, the leading ballerina of the Romantic Period, 
made so famous; Pas De Six from La Vivandière by Arthur Saint-
Léon, and most stunningly, Vaslav Nijinsky’s L’Après-midi d’unn 
Faune, for which she received the Vaslav Nijinsky Medal in 1996. 
The National Dance Education Organization awarded Dr. Guest its 
first prestigious Life Time Achievement recognition in 2004.

Dea Illian teaches Dance, grades 6-12 at Waterbury Arts Magnet 
School in Connecticut, and has been teaching in CT public schools 
since 2001. In addition to Dance, Dea also taught high school 
English and Theater Arts. She is co-founder of Dance Theater Lab, 
a workshop providing opportunities for adults to explore dance 
making and performing. In addition to teaching, Dea has presented 
her own choreographic work at venues in New Haven, CT and 
Queens, New York. She recently completed a Master of Arts in 
Dance Education from the University of Northern Colorado and 
has a Master of Science in English from Southern Connecticut State 
University along with a Bachelor of Arts in History and English 
from the University of Connecticut.

Catherine Inzirillo is an MFA Candidate in Dance at the University 
of Arizona. She holds a BFA in Dance from the University of 
South Florida, where she danced in works by Bill T. Jones, Janis 
Brenner, Jennifer Archibald, Mariah Maloney, and many USF 
faculty members. She received 7th Place at the 2011 NSAL National 
Choreography Competition, and has created work for Texture 
Contemporary Ballet in Pittsburgh. Prior to graduate school, she 
spent five years in Chicago, where she taught in local studios and 
danced with Esoteric Dance Project, Tiffany Lawson Dance, and 
IDC: S.P.E.A.K.S. Her work has been showcased in self-produced 
concerts Diverge/Connect and Shades Perceived at Links Hall, at 
Kaleidoscope Dance Festival, and through The Open Space Project.

Kristen Jacobs was raised in Asheville, NC and received pre-
professional training under Director Ann Dunn. She studied with 
the Atlanta Ballet School, Virginia School of the Arts, and The 
Juilliard School. As a member of the Purchase Conservatory, she 
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began her undergraduate degree at SUNY Purchase. She received 
her education licensure from UNCC. She has taught in the private 
studio sector for 19 years and the public school system for 13. 
Her training and diverse background has allowed her to create a 
teaching philosophy which encompasses the whole child, allowing 
them to build confidence and success. As a middle school dance 
educator, she continues to use teaching strategies which involve 
building self esteem, self awareness, reflective practices, and 
collaborative learning.

Andrew N. Jannetti (MA) President of NYSDEA is based in 
NYC and has had a distinguished career as a choreographer, dancer, 
educator, and producer. He’s presented work at venues throughout 
the U.S. and Europe. He’s been awarded grants from NYSCA, 
NJSCA, MCAF, Meet The Composers, the Field, Harkness Center, 
as well as a BAXten award, aPASEtter award, and the Dani Nikas 
Excellence in Teaching Award for his work with NYC youth. He is 
a full time Dance Educator with NYC/ DOE and the director of the 
school breaks programs at Brooklyn Arts Exchange in Park Slope. 
He is a facilitator for NYCDOE Arts Mondays and on the DELTA 
team of dance presenters for the citywide PD for dance educators. 
andrewjannettianddancers.org

Dyana Janoscak Cronin began dancing at South Shore School 
Dance in Massapequa, NY. In 1998, Dyana was accepted into the 
summer program at Ballet School of New York in NYC. While 
studying with BSNY she performed with New York Theater 
Ballet under the direction of Diana Byer. In 2003, Dyana joined 
the Maryland-based dance company, Common Ground Dance 
Company. Dyana graduated from Towson with a BFA in Dance 
Performance and Education in 2004, later adding Masters of 
education in 2011. In 2005, Dyana was named Dance Director at 
Chesapeake High School in Anne Arundel County. Dyana teaches 
technique Dance Classes, Dance for Athletes Classes and Dance 
Company. During 2012, Dyana became President and Managing 
Director of Common Ground Dance Company.

Ani Javian is currently a Visiting Assistant Professor of Dance at 
Ohio University where she teaches modern and ballet technique, 
improvisation, composition, and repertory. She has also taught at 
Denison University, The Ohio State University, and Wittenberg 
University. Ani’s choreography has been presented at various 
New York City venues and around the Midwest, and has received 
funding from the Lower Manhattan Cultural Council, The Greater 
Columbus Arts Council, The Ohio State University, and The Ohio 
Arts Council. Ani has danced for Molly Lieber, Paige Phillips, 
Betsy Miller, and Natalie Desch, and Naomi Goldberg Haas. Ani 
has an MFA in Dance from The Ohio State University and a BA in 
Dance and English from Connecticut College. www.anijavian.com

K. Brooke Jerome is an undergraduate student at the University 
of Southern Mississippi where she is pursuing a BFA in Dance 
Education and is a member of the Honors College. Brooke 
currently represents the Dance Department as a College of Arts 
and Letters Ambassador, serves on the Dance Student Advisory 
Council, and is the Treasurer, Service Chair, and NDEO Liaison 
for the Student Dance Organization. She recently presented her 
research on creating a dance outreach program for K12 students 
at the 2017 Undergraduate Symposium for Research and Creative 
Activity at USM. In the fall, she will be the Teaching Assistant for 
Methods of Dance Education and will be one of two head interns 
at the 2017 Mississippi Dance Festival
Janice Jewett is a Professor in the Department of Health, Human 

Performance and Recreation at Pittsburg State University. She has 
taught at PSU since 1994 and recently designed and implemented 
the new Minor in Dance Program at the University. Dr. Jewett has 
a BBA in Accounting and a Masters in Physical Education (with 
an emphasis in Recreation Therapy) from PSU. In addition, she 
earned a PhD in Adult Learning and Higher Education Leadership 
from the University of Nebraska.

Darla Johnson, choreographer, teacher, and author, was the 
co-artistic director of Johnson/Long Dance. J/LDC performed 
and taught residencies nationally and internationally until 2005. 
Johnson founded the Austin Community College dance department 
(TX) and has received three teaching excellence awards. She is the 
co-director of The JUSTICE Project, a collaborative performance 
work that she creates with co-director Nicole Wesley. The project 
has been presented in Atlanta, Austin, San Marcos, and in Bedford 
and Newcastle, England. Her most recent publication is as co-
author of a chapter published in The Young are Making Their 
World, Essays on the Power of Youth Culture which documents the 
process and impact of creating The JUSTICE Project with dancers 
at the McCallum Fine Arts Academy in Austin.

Elizabeth Johnson is an Assistant Professor at the University 
of Florida teaching Technique (Ballet, Modern), Composition, 
and Repertory. Artistic director of Your Mother Dances, her 
choreography has been performed in New York City, Chicago, 
Minneapolis, D.C., ACDA Galas, and beyond. Johnson has 
performed with David Parker and The Bang Group, Sara Hook 
Dances, and Molly Rabinowitz Liquid Grip. Her education 
includes North Carolina School of the Arts (High School), George 
Mason University (BFA), the University of Illinois Urbana-
Champaign (MFA), Columbia College Chicago (Graduate Laban 
Certificate in Movement Analysis), and she is a certified teacher of 
the Alexander Technique (AmSAT, ATI).

Carlos Jones spent his early career as a performer where he 
enjoyed working in concert dance, musical theater, television and 
film. He moved on to work as a director and choreographer which 
kick started his career as an educator. He has served on a number 
of university faculties and is a published author. He has a chapter 
in the recent Jazz Dance: A History of its Roots and Branches. 
Jones is a tenured professor of musical theater and dance in the 
theater department at SUNY Buffalo State. His current position is 
Associate Dean of the School of Arts & Humanities.

Yoav Kaddar (PhD, MFA) is the Director of Dance at West 
Virginia University, where he helped establish the first Dance 
major. He is the founding member and president of the WV state 
affiliate of NDEO and the Director of the WVU Summer Dance 
Academy. He is a graduate of The Juilliard School and has 
been a member of the Jose Limon Dance Company, Paul Taylor 
Dance Company, Pilobolus Dance Theatre, Jacob’s Pillow’s Men 
Dancers. His doctoral research and interest is in leadership and 
education focusing on the performing arts. He has choreographed 
over 60 works for dance and theater and has taught nationally 
and abroad. He is a Fulbright Specialist Scholar and serves on the 
Board of Directors of ACDA.

Aadya Kaktikar, an Odissi dancer and teacher, has a Masters 
in teaching Dance from the Royal Academy of Dance, London. 
A performer with over two decades of experience, Aadya is also 
the author of ‘Odissi Yaatra’;a biography of Guru Mayadhar Raut 
which documents the post colonial recreation of the dance form. 
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She is also a part of the first Applied Theatre programme to be 
launched in India. Working regularly with a range of students from 
school teachers to undergraduate students, Aadya’s current work 
focuses on developing pedagogical models for traditional dance 
practices in diverse educational spaces.

Tina Kambour (MA, CMA, SMTT) is a full time faculty 
member in the Department of Dance at the University of Central 
Oklahoma. Her choreography has been presented in Mexico, and 
in the U.S. including the Kennedy Center in Washington, D.C. 
She is a Certified Movement Analyst from the Laban/Bartenieff 
Institute of Movement Studies, and a Dynamic Embodiment 
Somatic Movement Therapist under the direction of Dr. Martha 
Eddy. From 1999-2008, she was a visiting faculty member at the 
New World School of the Arts in Miami, Florida. She has taught 
throughout the US, in Mexico, Northern Ireland and in Guatemala 
where she facilitated a Teacher Training workshop focusing on the 
use of imagery in teaching dance.

Hyewon Kang is a PhD currently working at UT Austin as a 
visiting research scholar in the psychology department. She 
received Bachelor of Dance in 2005, MS and Ph.D of Human 
Movement Studies in 2010 and 2015, respectively, from Ewha 
Womans University in Republic of Korea. Her research interests 
include dance psychology and dance education.

Cathie Ault Kasch is a veteran teacher and choreographer with 
over 30 years in the field. She has served as the Director of Dance 
at Girls Preparatory School in Chattanooga as part of an award-
winning Fine Arts Department. She served as former president of 
the TN Association of Dance, Department Chair of Fine Arts at 
Girls Preparatory School and Executive Co-Chair of UNITY, an 
organization uniting America’s dance organizations. Her awards 
include the Tennessee Association of Dance Outstanding Dance 
Educator in 2001, the Girls Preparatory School Teacher of the year 
in 2005, the Margaret Rawlings Lupton Award of Excellence in 
2007 and the NDEO Outstanding Dance Educator Award in 2008.

Jen Katz-Burk (MA) is an Early Childhood Educator, Dance 
Educator, and Performer in NYC. She currently teaches at the 92nd 
Street Y Nursery School and is on faculty at The Dance Education 
Laboratory (DEL). Jen has given workshops on integrating dance 
into the early childhood classroom throughout NYC and across 
the United States. She received her BA in Dance Performance 
and Choreography from UMD, College Park where she now 
serves on the Advisory Board of Visitors. She earned her MA in 
Dance Education from NYU, is a DEL graduate, and is in the 
middle of the CMA program at the Laban Institute of Movement 
Studies. And occasionally, Jen gets to perform with Claire Porter’s 
Portables in NYC.

Susannah “Sukie” Keita is a versatile dance artist who has 
paired her energy with dance companies and public schools as a 
performer, choreographer, and teacher. An MFA graduate of the 
University Of Arizona School Of Dance, she has performed with 
several regional companies. Since 2000, she has studied Katherine 
Dunham Technique, and became a certified teacher in 2012. As 
director of Dance at Grand Canyon University, Sukie has founded 
two degree programs in dance. She was honored with the Faculty 
Excellence in Teaching Award in 2013 and the Distinguished 
Faculty Scholar Award in 2015, and also served as president of the 
AzDEO. Her focus is to build cultural competencies among future 
dance educators through a holistic study of dance.

Ricka Kelsch has been teaching dance and choreographing for over 
thirty years. She has taught in schools and studios in Los Angeles 
including Crossroads School for Arts and Sciences and UCLA. 
She has choreography featured in film, television, music videos, 
musicals and various dance productions. Ricka Created Dance and 
Dialogue in 2013, and had eighty five dancers participating. This 
year over five hundred fifty teen dancers and their teachers from all 
over Los Angeles, primarily underserved, are participating in the 
program. Ricka has been honored with the Lester Horton award 
by the Dance Resource Center of Los Angeles for community 
leadership, and was recently acknowledged by the Violence 
Prevention Coalition of Los Angeles for making a difference with 
LA’s youth.

Beth Kerr (MLS, Texas Woman’s University) is Theatre/
Dance Librarian in the Fine Arts Library, University of Texas at 
Austin Libraries. Beth participated in early focus groups and a test 
case implementation during the development of Dance Heritage 
Coalition’s dance video website. She has served as board member 
of Theatre Library Association and on the Dance Librarians 
Committee in ACRL. She created a resource for documenting the 
creative work of Yacov Sharir and for the retirement gala of Igor 
Youskevitch. Both dancers and choreographers were former UT-
Austin dance faculty members. She now is actively pursuing the 
archiving of two other UT-Austin dance faculty members’ videos, 
and ambitiously seeks to begin a program of digitizing the local 
Austin dance community’s works.

Julie A. Kerr-Berry (EdD, MEd) is a Professor and Dance 
Program Director at Minnesota State University, Mankato. She is 
Editor Emerita of the Journal of Dance Education. She publishes 
scholarly articles and book chapters that center on critical race 
and feminist theory in dance education and received a Top Paper 
Citation from NDEO. The American College Dance Association 
(ACDA) recognized her creative research through Gala Concert 
selections. In 2014, her work was the 2nd Alternate for ACDA’s 
2014 National Dance Festival at the Kennedy Center. She was a 
Fulbright Scholar in Indonesia, in part prompting her advocacy for 
international education. Recently she co-led a study abroad course 
in Paris, France that invested Parisian urban history through the 
lens of dance.

Yvonne Keyrouz is a performer, teaching artist, choreographer, 
and Certified Doula. She received her B.A from the Texas Woman’s 
University Department of Dance and her Associates Degree in 
Dance from Austin Community College. In the past, Yvonne has 
worked with Forklift Danceworks as Program Coordinator and 
Assistant Choreographer in the production, RE Source. Currently 
she is a teaching artist with Forklift’s education programs, Leaps 
& Bounds and Learning in Motion as well a facilitator with the 
Creative Learning Initiative, helping to providing movement based 
instruction strategies to AISD teachers. Along with her teaching 
work, she enjoys dancing for local Austin choreographers, doing 
everything from poolside site specific work to quantum physics 
dance theatre and Bavarian folk dance.

Min Kim is a faculty member at the University of Texas Rio Grande 
Valley where she teaches dance performance and technique. She 
received her MFA in Dance from Arizona State University.

Jayne King (MFA, BA) directs the dance program at Northwest 
Vista College in San Antonio, Texas. She is originally from the 
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San Francisco Bay Area, where she was Artistic Director of Janlyn 
Dance Company 1997-2004. Since moving to San Antonio, 
Jayne has enjoyed making dances with the San Antonio Modern 
Dancers Co-Lab, a choreographers’ collective she co-founded 
in 2005, and directing the Northwest Vista College Repertory 
Dance Ensemble since 2006. Ms. King has an MFA from the 
University of Wisconsin. She has presented at the conferences 
for the National Dance Education Organization, the American 
College Dance Festival Association, the International Association 
of Dance Medicine and Science, and the Congress on Research in 
Dance, and at the Texas Dance Improvisation Festival.

Jordan Klitzke (BA) is a movement artist and teacher whose 
work moves between Mexico, Ecuador, and the US. He received 
his BA from Gustavus Adolphus College and completed a 
15-month residency under Delfos Danza in Mazatlán, Mexico. 
In 2013, he created La Gringa Danza with a collaborative focus 
between Latin America and the US. Recent works include “Entre 
Nosotros (Between Us)” and “Judge Me. Hate Me. Love Me.” in 
Minneapolis, and “La Parodia de La Culpa”, and “DEScierto” with 
the National Contemporary Ballet of Ecuador in Quito. He taught 
multiple January-term courses at Gustavus based on Mexican artist 
Omar Carrum’s Continuum training method along with creative 
practice workshops. Jordan is currently completing his MFA at 
Arizona State University.

Jennifer Koenig is the Arts Integration Coordinator at Wells 
Branch Elementary Arts Integration Academy in Round Rock ISD. 
The school focuses on integrating arts in the core content areas 
and arts as curriculum in dance, art, theatre, and music. Jennifer 
received her Bachelors of Music Education from The College of 
Wooster in Wooster, OH. At Wooster, she played principal horn 
in the Wooster Symphony Orchestra, the Scot Band, the Wooster 
Brass, and the Mercury Brass Quintet. Jennifer has eleven years of 
teaching experience in middle school band and elementary general 
music, has played professionally with the Firelands Symphony 
Orchestra, and has served on the state board for the Ohio Music 
Education Association.

Caeli Koizumi is currently pursuing her BA in Dance at Loyola 
Marymount University, where she studies under professionals such 
as Kristen Smiarowski, Diana Cummins, and Dr. Teresa Heiland. 
In 2015, Caeli traveled to Panama with Movement Exchange to 
teach dance in orphanages and upon her return, immediately began 
teaching in the community. Currently, she volunteers as a dance 
instructor at a center for low-income families. In Spring 2017, 
Caeli presented her research at the Loyola Marymount University 
Undergraduate Research Symposium and was awarded the titles 
of LMU Undergraduate Research Fellow and LMU Honors 
Summer Fellow. She is dedicated to the field of dance-oriented 
Arts Integration, specifically in underprivileged communities.

Donna Krasnow is a Professor Emerita at York University in 
Toronto, Canada, and was a member of the Special Faculty at 
California Institute of the Arts in California. She specializes in 
dance science research, concentrating on dance kinesiology, injury 
prevention, conditioning for dancers, and motor learning and 
control, with a special emphasis on the young dancer. Donna has 
published numerous articles in various journals. Donna has created 
a specialized body conditioning system for dancers called C-I 
Training™ (conditioning with imagery), with both DVD’s and the 
book Conditioning with Imagery for Dancers, co-authored with 
professional dancer Jordana Deveau. Donna co-authored Motor 

Learning and Control for Dance: Principles and Practices for 
Performers and Teachers, and co-edited Dancer Wellness, both 
with Virginia Wilmerding.

Karen Campbell Kuebler loves sharing her dual passions for 
Dance and French with children and adults. She currently teaches 
Dance Integration at West Towson Elementary School and Dance 
History at Towson University, Maryland. Karen has presented her 
high energy workshops with many different organizations including 
BRIDGES and Innovate Our World. Karen was a member of the 
MCA pilot team for the elementary level and presented at the 
NDEO Regional Standards Conference last April. She is thrilled to 
be at the NDEO Conference again this year!

Kristy Kuhn (MFA) is a Boston-based dance artist and educator 
who teaches dance technique and theory at Bridgewater State 
University and Stonehill College.  She is currently a doctoral 
student in Educational Studies at Lesley University exploring 
dance pedagogy that supports emerging adult learning and 
development in higher education. Her artistic practice is fueled as 
a member of Weber Dance, along with her work as an independent 
choreographer and Artist Fellow at the St. Botolph Club in Boston. 
Kristy earned an MFA in Dance from the University of Illinois at 
Urbana-Champaign and a BS in Biology and Dance minor from 
Bucknell University.

Courtney Laine Self has had work produced in NYC at HERE, 
Kraine, Brick, Under St. Marks, TADA, Foxwoods Rehearsal 
Studios, Five Angels Theater, C.O.W., 4th St. Theater, The Tank, 
Access, Dixon Place, and Theater 80. She recently finished a 
6-month lab with Everyday Inferno Theatre Company, attended 
Director’s Lab West in LA, and directed/choreographed The Little 
Mermaid at Millbrook Playhouse. Currently, she is developing 
a full-length dance theatre piece with 92Y through their Music 
Theatre Development Lab. She has presented at several national/
regional conferences on topics such as innovative music theatre 
dance pedagogy, experimental movement rehearsal techniques, 
sound training of directors in music theatre, and the development 
of integrated choreography. MFA: Directing, Southern Illinois 
Univ., BFA: Music Theatre, The Hartt School.

Amy Lang-Crow is a dance educator at Valley Vista High School 
in Arizona. Amy was given the opportunity to start the Dance and 
Spirit Line program at Valley Vista. The dance program is comprised 
of 11 classes and has seen many successes with 2 Overall Division 
1 Coed State Championships; Pom Line placing 1st in 2016 and 
2017. She is instructional lead for the Fine Arts Department. She 
is past co-treasurer of the Arizona Dance Education Organization 
and currently president elect. She graduated with her BFA in 
Dance Education from Arizona State University. She received 
her teaching certificate from the College of Education. Amy is 
currently pursuing her MA in dance education at University of 
North Carolina Greensboro.

Eliza Larson (MFA) is a dancer, choreographer, and scholar. She 
is currently a resident artist at FLOCK in Portland, Oregon, where 
she directs Fault Line Dance and co-directs the long-distance 
Mountain Empire Performance Collective. As a dancer, Eliza has 
worked with choreographers including Kathleen Hermesdorf, 
Paul Matteson, Angie Hauser, Chris Aiken, Mark Haim, and, most 
recently, Tahni Holt. In her dance scholarship, Eliza has published 
in DanceUSA, Contact Quarterly, Kinebago, the Journal of Dance 
Education, and the 2017 book Dance and Gender: An Evidence-
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Based Approach (University Press of Florida). Eliza is the recipient 
of a residency to study Piso Movil (mobile floor technique) under 
Omar Carrum in Mazatlan, Mexico. She teaches, performs, and 
choreographs throughout the Pacific Northwest region.

Jessie Laurita-Spanglet (MFA) joined the faculty of the Wake 
Forest Department of Theatre and Dance in the fall of 2015 as a 
Post-Graduate Teaching Fellow in Dance. After graduating with an 
MFA from the University of Maryland, College Park, in the spring 
of 2014, Jessie spent the following fall as Artist-in-Residence 
at the University of Maryland, Baltimore County. Jessie is an 
organizing artist for On Site/In Sight; a three-day dance festival in 
downtown Winston-Salem NC that brings together local, regional, 
and national dance-artists to perform in sites throughout the city. 
Jessie is a Stott Pilates teacher with a certificate from the Balance 
Pilates Training Center, and holds a BFA from the University of 
North Carolina School of the Arts.

Ann Law is co-founder and artistic director of Contemporary 
Performing Arts of Chattanooga (CoPAC) at Barking Legs Theater, 
located in a socio-economically challenged neighborhood. Her 
efforts, which span over 25 years, have provided both local and 
national performing artists a supportive and creative space. Ann 
continually designs dance and arts integrative curricula for her 
community through Full Circle TAP (Teaching Artists Program), 
the educational outreach arm of Barking Legs Theater. Ann 
received her MA in Dance Education at UNCG and her BA in 
Dance from Mills College. In 2016, Ann’s contributions to dance 
education were recognized when she received the Distinguished 
Alumnus Award from UNCG’s dance program.

Joanne L. Lawrence received her BA Degree in Ballet from 
The University of Akron, Ohio; her MFA Degree in Dance from 
The University of North Carolina at Greensboro, and additional 
training as a scholarship student and performer with the Alvin 
Ailey American Dance Center in NYC. She has performed, 
choreographed, and taught for numerous modern dance and 
ballet companies throughout the eastern U.S. She has directed 
dance programs at Alfred University, New York, and Huntingdon 
College, Alabama. Currently, Joanne is Professor of Dance at 
Weber State University, in Ogden, Utah where she is focused on 
community engaged learning, teaching dance and Pilates Mat and 
Reformer classes. Joanne is a lifetime member of the American 
College Dance Association.

Susan A. Lee (PhD) is the founding director of the Dance 
Program in the Department of Theatre at Northwestern University. 
She is recognized for her dance scholarship. She co-sponsored the 
Jazz Dance World Congress and The First International Argentine 
Tango Congress. Lee has served on the board of Medical Program 
for Performing Artists. She has served on regional and local peer 
review panels as a dance professional and presenter. She is a 
consultant to CPS Department of Arts Education and named Field 
Leader by Ingenuity. She was conference chair for NDEO 2014 
and active in Dance 2050. She was on honored with the Ruth Page 
award for Outstanding Contribution to Dance, recipient of Simon 
Teaching Award and NDEO’s President’s Award.

Linda Lehovec (MFA, BFA, E-RYT 200) is an Associate 
Professor of Dance at the University of Illinois Urbana Champaign. 
As a performer Linda danced in the works of many contemporary 
choreographers including Joe Goode, Ralph Lemon, Stephen 
Koester, Bill Young, Tere O’Connor, Sara Hook, and David 

Parker. Her choreography has been performed nationally and 
internationally. Linda began her yoga journey in 2000, eventually 
receiving her 200 hour teacher certification from the Temple of 
Kriya Yoga in Chicago. Her current research focuses on how to 
bring the information garnered from her years of yoga practice into 
the teaching of contemporary dance technique.

McKell Lemon is currently a student at Chapman University who 
will be receiving her Bachelor of Fine Arts in Dance Performance 
with a minor in Integrated Educational Studies in the spring of 
2018. Originally from Boise, ID, McKell has been dancing for 
over 15 years and has experience in teaching dance students of 
all ages, including providing workshops in dance education and 
outreach within local elementary schools. McKell hopes to pursue 
a professional dance career following graduation, and plans to 
continue to follow her passion for education by teaching dance at a 
collegiate level in the future.

Susan Taylor Lennon (MM) is Professor of Dance at The 
University of Tampa, where she also serves as director of the UT 
Dance Program. Lennon received the City of Tampa Mayor’s 
“Artist of the Year” award in 2005 in recognition of her longtime 
community involvement as a performer and educator. Lennon 
performs workshops in creative movement and expressive arts 
around the country. Her most recent one-woman show combining 
storytelling and dance, “Aging through Time,” draws on various 
perspectives of getting old, healing, and moving ahead. Lennon 
also is deeply engaged in community dance initiatives, working 
with populations ranging from the elderly to mentally ill adults.

Elizabeth Lentz-Hill (MFA) has over fifteen years experience 
performing, teaching, choreographing and promoting dance. She has 
toured France, Brazil, Mexico, and the U.S. with Tennessee Dance 
Theatre, Chicago Moving Company, Lucky Plush Productions, 
and Breakbone DanceCo., and performed works by Bill T. Jones, 
Doug Elkins, Twyla Tharp, and Charles Weidman. Lentz-Hill 
is especially proud to contribute to the arts and art education in 
Mississippi by co-founding both Hub Dance Collective and the 
Mississippi Dance Festival. An Assistant Professor of Dance at 
the University of Southern Mississippi, Lentz-Hill holds a BA in 
Religion with a Concentration in Women’s Studies from Carleton 
College, and an MFA in Dance from the University of Washington.

Kelly Ferris Lester (MFA, BFA, RSMT) is an Associate Professor 
of Dance at the University of Southern Mississippi. She received 
her BFA in Theatre and Dance from the University of Memphis 
and her MFA in Choreography and Performance from The College 
at Brockport (SUNY). She is certified in the Bill Evans Method 
of Teaching Modern Dance and is a trainer for Eastwest Somatics 
Institute. Lester serves as Treasurer for the NDEO (2016-2019) 
and has served on the Board of Directors since 2011. She is a co-
founder of Hub Dance Collective, based in Hattiesburg, MS, and 
regularly shares her choreographic works at regional and national 
festivals.

Daniel Lewis, President Miami Dance Futures 1988-present; 
founding dean New World School of the Arts 1987 to 2011. 
Member of the dance faculty and assistant to Martha Hill the 
Juilliard School 1967-87. From1962-74 danced with the Limón 
Company. Following Limón’s, death he became the company’s 
artistic director. Formed his own company Daniel Lewis Dance. 
Staged Limón works for, Royal Swedish, Royal Danish Ballet, 
Alvin Ailey, ABT. His choreography on The Juilliard School, and 
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many schools, companies around the world. The Illustrated Dance 
Technique of José Limón, published in three languages. Gold 
Medal for Lifelong Achievement in Dance by NASL 1990; NDEO 
2010; Martha Hill Foundation 2011. An Honorary Doctor of Fine 
Art Degree from University of Florida 2012.

Jessica Lewis (MA) is a dance educator, choreographer, dancer, 
and producer. Performance & Choreography: Gibney Dance, 
DTW, 92nd Street Y, BAX, DUMBO Dance Festival, CoolNY, 
The Duke, Hunter College, NYU, IRT, DanceWave, Cunningham, 
Westfest and throughout the New York area, with Andrew 
Jannetti & Dancers and Jessica Lewis Arts (Founder & Artistic 
Director). Honors: 2015-16 NDEO Student Representative and 
Chapter President for the NHSDA at Hunter College. Grants: 
LAUSD, NYSDEA, AGDEP, Bronfman Center, & NYU. Jessica 
has taught dance, theater, and music in NYC for 8 years. Jessica 
teaches dance at Patrick Henry Middle School (founding dance 
educator, Performing and Visual Arts Magnet). She manages 
educational programs and artistic projects through Jessica Lewis 
Arts throughout New York City.  jessicalewisarts.com

Erinn Liebhard (BFA University of Minnesota, MFA University 
of Colorado Boulder) is a dance artist making opportunities for 
people to experience the embodiment of music, with a specialty 
in jazz and the American vernacular. An active educator, she is 
faculty at Winona State University and a Teaching Artist for the 
Cowles Center for Dance and the Performing Arts (MN). Liebhard 
is the Artistic Director of Rhythmically Speaking, a jazz and 
American vernacular dance presenting organization, and her own 
choreography has been presented across the U.S. and Canada. She 
has worked with creatives as varied as hip-hop artist Rennie Harris 
and the Wild Goose Chase Cloggers, and performs with Contempo 
Physical Dance (Afro-Brazilian contemporary) and Saint Paul 
Saints Baseball’s Entertainment Team.

Missy Lilje earned a BFA in Dance from University of Michigan 
and an MFA in dance from Arizona State University. She is 
the CEO of DANCE Lansing/Happendance in Michigan, a 
nonprofit entity that serves over 14,000 people annually through 
performances and educational programs. She is a member of the 
Baord of Education for the Lansing School District, A member of 
the Board of Directors for the Michigan Dance Council as well as 
Big Brothers Big Sisters. Lilje also enjoys serving as an adjunct 
faculty member at Michigan State University in the Department 
of Theatre.

Betsy Loikow (CMA) grew up in Washington, D.C., and began 
studying dance with NDEO founder Rima Faber, performing 
with The Primary Movers Performance Company as a child. She 
continued her dance education at the Washington School of Ballet 
and the Liz Lerman Dance Exchange. She graduated with a B.A. 
in film and political science from Vassar College (NY). She has 
worked on both local and national electoral campaigns in the U.S. 
and abroad. She joined NDEO in 2009, combining her love of 
dance with her passion for advocacy. Betsy continues dancing on a 
daily basis in the D.C. area as a founding member and Co-Artistic 
Chair of Glade Dance Collective.

Amanda Blair MacDonald is a dance and theatre artist, teacher, 
and life-long learner based in Chicago, IL. She certified to teach 
the Alexander Technique in 2006, and completes her MFA in 
Dance from University of Wisconsin – Milwaukee in August 2017. 
Amanda’s performing work includes the roles of “Peggy Sawyer” 

in 42nd Street, “Diana Morales” in A Chorus Line, and the “Beggar 
Woman” in Sweeney Todd, as well as tours in the US, Canada, and 
Europe. She has taught dance and movement since 1999, including 
for six years at AADA, AMDA, and the Ailey School in New York 
City. Amanda is a graduate of DEL. YSR!

Angie Maldonado is a career intelligence professional and Air 
Force officer. She began her military career as an enlisted Russian 
Cryptologic Linguist, rising to the rank of Master Sergeant before 
receiving her commission as an officer in 2009. She has since served 
in a variety of positions including Flight Commander at Joint Base 
San Antonio where she was responsible for daily instruction of 
new recruits at Air Force Basic Military Training. She now leads 
50 Airmen and three contractors in daily operational tasking and 
execution of signal intelligence missions in support of Northern 
and Southern Command operations. Angie holds multiple degrees, 
including a Bachelor’s in Russian (Excelsior College) and Master’s 
in International Relations (Troy University).

Dakota Mammoli is completing her senior year at Bridgewater 
State University, pursuing her bachelor’s degree in Dance. She 
holds the position of Treasurer for the National Dance Education 
Organizations student organization at BSU. She is also Vice 
President for the dance club Refined Movement. She has taught 
dance in the private sector for six years and previously ran an 
after school creative dance program at Moses Brown Preparatory 
School in Providence, RI for students in preschool through first 
grade.

Betsy Maloney Leaf (PhD, MFA) teaches and conducts research 
in the Arts in Education program at the University of Minnesota. 
Her writing has been published in the Journal of Dance Education, 
Arts Education Policy Review, Review of Research in Education 
and the Journal of Southeast Asian American Education & 
Advancement. She holds a Minnesota K-12 Dance & Theatre 
teaching license and taught dance in a performing arts high school for 
ten years. Maloney Leaf earned her PhD in curriculum & instruction 
from the University of Minnesota, an MFA in dance performance 
and choreography from the University of Colorado, and a BA in 
dance and English from Gustavus Adolphus College.

Anna Mansbridge (MFA) is Artistic Director of Kaleidoscope 
Dance Company, choreographer, and teacher. She holds a First Class 
Honors Degree in Dance and Education from Bedford College, UK 
and an MFA in Choreography and Performance from Mills College, 
CA. She has been on the faculty at Creative Dance Center since Fall 
of 1999 teaching all ages. Anna is the Founder (in 2000) and Artistic 
Director of Seattle Early Dance, a company dedicated to recreating 
dances from the Renaissance and Baroque periods. She is Chair-
Elect for daCi USA (dance and the Child international). Anna co-
directs the one-week Summer Dance Institute for Teachers at the 
Creative Dance Center with Terry Goetz, and gives workshops in 
Brain-Based Dance Education both locally and internationally.

Andrea Mantell Seidel (PhD) is Professor of Dance, Associate 
Professor of Religious Studies at Florida International University. 
She is trustee of Eleanor King’s choreographic legacy and artistic 
director of the critically acclaimed Isadora Duncan Dance Ensemble. 
Dr. Seidel has taught, lectured, and performed as a soloist throughout 
the US and abroad, including Goethe Festival, St. Petersburg, 
Russia; Kennedy Center, Washington; International Tanzfestival, 
Germany; WDA, CORD, SDHS conferences, Hong Kong Dance 
Academy. She is a recipient of over 70 state and national grants, 

128



NDEO’s Visionary Award, and Fulbright Senior Scholar award. She 
is the author of Isadora in the 21st Century: Capturing the Art and 
Spirit of the Dancer’s Legacy (McFarland, 2015) and articles on 
sacred ritual and early modern dance.

Laura Marchese, dancer, Teaching Artist works with arts 
organizations and schools throughout NJ, conducting residencies 
and workshops for students, arts educators, and classroom teachers. 
As co-author of Dance to Learn, Laura serves as mentor & 
educational consultant to teaching artists and dance companies in 
the implementation of this 4 year developmental dance curriculum. 
As a presenter, Laura has shared her work at conferences including 
YA National, NJEA, and most recently, the keynote address at the 
Early Learning Institute’s STEAM conference. As an arts educator, 
Laura is committed to the development of a thinking mind in a 
moving body. She believes that all students can achieve, excel, and 
benefit from seeing and experiencing the world through the process 
of making art.

Monica Martens (MS, MA) has taught children and adults in 
community and college recreational dance programs, as well as 
in Pilates studios, throughout the Houston/Galveston area. She 
specializes in creating a supportive space for the practice of ballet, 
creative movement, choreography, and Pilates. She credits several 
mentors who inspired her study of positivity, including Ms. Joni 
Messler, Dr. Ronny Turner, Ms. Rima Faber, and Dr. Jane Bonbright. 
She holds a Certificate in Dance Education from the National Dance 
Education Organization. She is an ABT® Certified Teacher, who 
has successfully completed the ABT® Teacher Training Intensive 
in Pre-Primary through Level 3 of the ABT® National Training 
Curriculum. She is also certified by Peak Pilates® in mat and 
equipment modalities.

Nicole A. Martinell (MFA, CMA, BS) is the Founder/
Artistic Director of Baltimore’s Deep Vision Dance Company. 
Choreographic accolades include a 2013 Baker Artist Awardee 
and a multicity tour of her work on metaphysics, entitled Matter, 
Energy, Human. Martinell’s projects include “Go Deep!” outreach 
programs for youth and seniors and “By/4 Artist” professional 
development series. In 2012, Martinell and Sidney Pink co-
founded the site-specific AKIMBO Dance & Movement Art 
Festival in Baltimore. Martinell received a BS in Kinesiology from 
Penn State University and a MFA in Dance from Texas Woman’s 
University. Her research on biomechanics and ballet pedagogy 
was presented at IADMS and NDEO conferences and published 
in the Journal of Dance Education (2009). Martinell is on faculty 
at Towson University.

Clara Martinez, founder and director of Clara Lucia Y Compania, 
utilizes dance as a method of participatory political practice in 
community-based settings to engage citizens in dance making 
as civic engagement. As the AmeriCorps VISTA for Community 
Engagement in the Office of Mayor Bernero of the City of Lansing, 
she manages the grant opportunities from Cities of Service, a former 
Bloomberg Philanthropy. She has represented the City of Lansing 
on a national level as a VISTA and Dance Artist. She is one of 
three Artist in the Community Placemaking Grant Recipients, and 
was showcased at the Arts Council of Greater Lansing’s Creative 
Placemaking Summit. Clara received her BFA in Dance from The 
Ohio State University.

Krissie Marty (MFA) Associate Choreographer with Forklift 
Danceworks, engages city employees in the creative process 

of dance making and performing as a way to ask audiences to 
reconsider their relationship to labor and laboring bodies. She has 
co-directed performances with warehouse employees, arborists, 
baseball players, marching bands and power linemen. Krissie leads 
programs that get students and teachers using creative movement to 
animate their curriculum. She has developed and led professional 
development for Austin’s Creative Learning Initiative, the Wolf 
Trap Institute for Early Learning Through the Arts, Jacob’s Pillow, 
the Liz Lerman Dance Exchange, NewVic in London, Adugna 
Dance Company in Ethiopia, Grinnell College and Towson 
University. Krissie has danced with children in hospitals, home 
health and hospice care.

Janaea Lyn McAlee (MA, BA) is Residential Dance Faculty at 
Estrella Mountain Community College in Phoenix, Arizona. From 
2006-2012 she was Assistant Professor of Dance and Performing 
Arts Program Coordinator at Cecil College in Maryland. Janaea’s 
artistic and educational focus is on facilitating collaborative work. 
Conference presentations include Creating Across Disciplines: 
An Integrative Approach to Performing Arts Education. Artistic 
Director of Dance Matrix and Convergence Dancers & Musicians 
from 1998-2004, her choreography has been presented nationally 
and internationally. In 2001 Janaea received an Individual Artist 
Award in Choreography from Maryland State Arts Council. Active 
as a third generation Isadora Duncan dancer and historian, she 
is co-chair of the Isadora Duncan Archive Committee. Mentors 
include Mary Anthony and Bessie Schoenberg.

Sharon McCaman was born and raised in St. Petersburg, Florida. 
She earned her AA at St. Petersburg College and then received 
her BFA in Dance at the University of South Florida in Tampa. 
Sharon founded the annual Dance Shorts: College Film Festival 
and continues to fill the role of artistic director for the festival that 
is now in its fourth year. At Arizona State University, Sharon is 
pursuing her MFA in Dance, Interdisciplinary Digital Media and 
Performance. Her research is focused on discovering innovative 
ways to combine dance and technology. This includes investigating 
the manner in which the body interacts with technology, developing 
technology as a pedagogical tool for dance, and combining dance 
and technology in creative and artistic practices.

Deborah McCarthy is the Director of Students with Disabilities 
Services at USF. She has more than 20 years of experience in 
Higher Education including academic advising, campus housing, 
teaching, admissions and disability advocacy. Prior to coming to 
USF in 2009, Deborah lived in Austin, TX and worked for a variety 
of schools in the Austin area including The University of Texas 
at Austin and Southwestern University. Deborah has a Master’s 
in College Student Personnel from Miami University in Ohio. In 
addition, Deborah has a variety of publications which focus on 
her own experience as a professional with a disability and/or the 
experiences of students with disabilities. She is committed to a 
“one step at a time” philosophy of self advocacy.

Dr. Nyama McCarthy-Brown is an Assistant Professor of 
Contemporary Dance at Indiana University. Nyama’s research 
agenda is grounded in Social Justice; she synthesizes scholarship 
and creative practice to build an embodied and engaged body of 
research. In 2017, her first book, Dance Pedagogy for a Diverse 
World: Culturally Relevant Teaching in Theory, Research, and 
Practice, was released. In 2016, she and colleague, Selene Carter 
were awarded the New Frontiers Experimentation Fellowship 
to attend Urban Bush Women’s Summer Leadership Institute in 
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Brooklyn, NY, and develop an original work exploring intersections 
of race and gender within single parent families. Currently, Nyama 
is also developing research on Critical Dance Pedagogy funded by 
a grant from the College Arts and Humanities Institute (CAHI).

Chandra McCloud-Glover, a native of Durham, NC, studied at 
Florida State University and UNC- Charlotte, majoring in Dance 
Education and minoring in Marketing. Upon graduating, Chandra 
began teaching in the Charlotte-Mecklenburg School District at 
Olympic High School and ultimately Northwest School of the 
Arts, where she currently teaches. In 2012, McCloud-Glover 
received the Cato Excellence in Teaching Award for her integration 
of academics into the arts. In 2015, she received a Fellowship 
to study at The Horton Teachers’ Workshop and a scholarship 
to attend ADF’s Professionals Intensive. Chandra teaches her 
students to “Walk in Your Excellence”. She believes every student 
has a gift and must learn to be self-disciplined, self-motivated, and 
self-confident enough to share that gift with the world.

Dr. Diane McGhee Valle is a Columbia University Coolidge 
Scholar, Associate Professor Emerita of Dance and Director Emerita 
of the Interdisciplinary Arts for Children Program at S.U.N.Y. 
Brockport. She teaches for the University of South Carolina and 
is on graduate faculty for UNC Greensboro. Diane has been active 
in developing NDEO’s Vision Document for Dance 2050, was 
recipient of NDEO’s Top Paper Citation, and served on the Board. 
She pioneered the Repertory Etudes™ Educational Project with 
the American Dance Legacy Institute, consulted for the NY State 
Summer School of the Arts, and directed the Southeast Center for 
Dance Education. She is an author, choreographer, international 
presenter, has certified educators in three states, and has been a 
public school dance teacher.

Susan McGreevy-Nichols is the Executive Director of 
the National Dance Education Organization located in the 
USA. Susan is a member of the National Coalition of Core 
Arts Standards Leadership Team and developed the Model 
Cornerstone assessments for dance and courses for the NDEO 
Online Professional Development Institute. As a teacher at Roger 
Williams Middle School in Providence, Rhode Island from 1974-
2002, Susan founded and developed that institution’s nationally 
renowned middle school dance program and has co-authored five 
books: Building Dances (1995) (2005), Building More Dances 
(2001), Experiencing Dance (2004) (2014), Dance about Anything 
(2006) and Dance Forms and Styles (2010). 

Gretchen McLaine (PhD, MA, BA) has served since 2007 as 
the Director of the Dance Program at the College of Charleston, 
where she developed the curriculum for the dance major and 
minor. Dr. McLaine has taught in post-secondary education since 
1998, serving on the faculties of American University, University 
of Oklahoma, and DeSales University. She received her PhD 
in Human Development with a specialization in Instructional 
Leadership from Marywood University. She has presented her 
research at several NDEO conferences, American College Dance 
Association festivals, and the Performing Arts Medical Society. 
This year, Gretchen is retiring from NDEO’s Advisory Board of 
Directors, on which she has proudly served as the Director of 
Student Initiatives since 2010.

Meghan McLyman(MFA, MA, BA) is an Associate Professor 
and Dance Program Coordinator at Salem State University 
in Massachusetts. She graduated with a BA from Point Park 

University, received an MA in dance and arts management from 
American University, and an MFA from Hollins University in 
partnership with the American Dance Festival. Meghan has taught 
courses at The Colleges of the Fenway, The College of the Holy 
Cross, James Madison University, North Quincy High School, and 
Green Street Studios. She is the co-director of Accumulation Dance 
in Cambridge, MA, and has received recognition for her work from 
the Boston Center for the Arts, Crash Arts/World Music, Green 
Street Studios, the Somerville Arts Council, Concord Academy 
and at the American Dance Festival.

Elizabeth McPherson is an associate professor and coordinator 
of the BA in Dance at Montclair State University. She received 
her BFA from Juilliard, an MA from The City College of NY, and 
a PhD from New York University. The author of The Bennington 
School of the Dance: A History in Writings and Interviews and 
The Contributions of Martha Hill to American Dance and Dance 
Education, she has also written for publications including Ballet 
Review and The Journal of Dance Education. She is a board 
member of the Martha Hill Dance Fund as well as NDEO and on 
the professional advisory committee of the Dance Notation Bureau. 
She is the Executive Editor of Dance Education in Practice.

Beth Megill (MFA, LOD® Specialist) teaches a variety of 
dance styles at Moorpark College in Southern California. She is 
interested in the role of dance literacy in Higher Education and 
the presence of dance notation and theory to support dance as an 
area of research at colleges and universities. She has co-authored 
the first adoptable online dance appreciation course and continues 
her work on utilizing LOD for teaching both general education 
and dance major courses. She enjoys writing about independent 
dance performances for ladancereview.com and making dances 
for her modern, jazz, theater fusion company, Megill & Company. 
Last year she discovered the joys (and challenges) of motherhood, 
which has given her new perspective on dance and life.

JoAnna Mendl Shaw (MFA, CMA) is Artistic Director of The 
Equus Projects. Former faculty at Tisch, Juilliard and Ailey. Shaw’s 
site-specific performance works focus on visceral engagement 
with the natural and cultural environments with projects that 
deeply engage local communities. She merges dance pedagogy 
with horsemanship in workshops and creation projects throughout 
the States and in Europe and brings her Physical Listening practice 
into sessions with scientists, therapists, Naval Strategists and 
physicians. Shaw is the recipient of two NEA Choreographic 
Fellowships and numerous grants and choreographic commissions.

Cassi Mihalovich is from Scottsdale, Arizona and she began her 
training at seven years old when she joined the competition team. 
She trained in jazz, contemporary, acrobatics, ballroom, tap and 
hip hop. Cassi has worked with professional choreographers like 
Dana Wilson, Travis Wall, Joe Lanteri, and many more. Cassi was 
also in the Furious Styles hip hop crew. This training led her to 
pursue a Bachelor of Fine Arts in Dance Performance at Chapman 
University. Cassi has been on the executive board for the Chapman 
Dance Alliance, President of the undefeated Chapman University 
Dance Team and received the “Freshman of the year” award. After 
graduating, Cassi is planning to move to Los Angeles to pursue her 
dance career.

Amy Miller is a NYC-based dancer, choreographer, educator 
and advocate. The Director of Gibney Dance Company, she 
also develops the organization’s Community Action outreach 
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into domestic violence shelters. A former principal dancer with 
the Ohio Ballet, she was also a founding member and artistic 
associate of Cleveland-based GroundWorks DanceTheater. In 
addition to numerous university residencies around the world, 
her choreographic work has been seen throughout NYC. Such 
composers as the genre-defying Ryan Lott (aka Son Lux), and 
Oberlin Conservatory of Music professor Peter Swendsen have 
worked with Miller on a wide range of musical scoring for dance. 
Miller holds a BFA in Dance, and is also the recipient of an Ohio 
Arts Council Individual Excellence Award for her choreography.

Betsy Miller is a dance artist, educator, and facilitator currently 
based in the Boston area. From 2013-2016, Miller served as the 
Dance Coordinator and Program Manager of AS220, Rhode 
Island’s innovative community arts organization. There, she 
helped grow a small program into one of New England’s most 
active hubs for dance. Miller was a 2016 RI State Council on 
the Arts Choreography Fellow, and recently became an Assistant 
Professor of Dance at Salem State University. She has been on 
faculty at Providence College, Connecticut College, Dean College, 
and AS220, and regularly teaches and performs throughout New 
England and beyond. She holds an MFA in Dance from The Ohio 
State University and a BA in Dance from Connecticut College. 
www.betsymillerdanceprojects.com

Stephanie Milling is the Associate Chair, Undergraduate 
Director, and Head of Dance Education at the University of South 
Carolina. She is an active arts advocate who received the South 
Carolina Dance Association’s Arts Advocacy Award in 2012. 
Dr. Milling helped author the 2017 South Carolina Standards 
for Dance Education, edited the Curriculum Support Document 
that accompanied the 2010 standards, and chaired a Taskforce to 
create a model of teacher evaluation for dance educators in South 
Carolina. She currently serves as the Legislative Affairs Liaison 
for the National Dance Education Organization and on the editorial 
board for Dance Education in Practice. Her work has appeared at 
the Joyce Soho, the DUMBO Dance Festival, Piccolo Spoleto, and 
in Journal of Dance Education.

Sandra Minton (PhD) was Dance Coordinator, University of 
Northern Colorado, 1972-1998. She has also taught public school 
dance and led teachers’ workshops. Human Kinetics books include 
Choreography: A Basic Approach Using Improvisation. Using 
Movement to Teach Academics and Thinking with the Dancing 
Body (co-author) were published by Rowman & Littlefield. 
Minton’s research on the effects of dance, the kinesthetic sense, 
body awareness, and mental imagery has been published in juried 
journals. She was 1999 National Dance Association Artist/Scholar, 
and a 2001 Fulbright Scholar. Minton’s MA and PhD degrees 
are from UCLA (dance) and Texas Woman’s University (dance/
kinesiology). Her dissertation involved mental imagery/somatic 
practices. Minton helped write the Dance Standards and Dance 
Curricula for the Colorado Department of Education.

Megan Minturn is a dancer, choreographer, and educator. She 
studied dance internationally in Senegal and Cuba. Her company 
MJM Dance has performed at Ailey’s Citigroup Theatre, Dixon 
Place, BAAD!, and WhiteWave. Megan performed the works 
of Mabingo Alfdaniels, Frederick Curry, Carolyn Webb, Dianne 
Duggan, Deborah Damast, Jacques Heim, Jenny Brown, and 
Charles Ahovissi’s African Culture Connection. She has taught 
with Dance Theatre of Harlem, Peridance, Little Red Schoolhouse, 
and Columbia University’s Action Arts Camp. Currently, she 

teaches dance at the Brooklyn International HS. She holds an MA 
in Dance Education from NYU and her BA in Philosophy from 
Fordham University.

Olivia Mode-Cater (EdM) is a New Jersey-based educator 
that has taught in all teaching settings: higher education, public 
schools, and studios. Cater serves on the part-time faculty of the 
Dance Department at Rutgers University supervising graduate 
student teaching interns and instructing the Teaching as an Artist 
course. Cater has also taught dance in public schools where she 
designed her own dance curriculum and became the Supervisor of 
the Arts and Humanities department. Olivia has also presented on 
dance education at various conferences including NJAHPERD and 
the NJ Charter Schools Conference. Her high quality teaching has 
earned her several recognitions: Nancy Higginson Door Award, 
2012 New Jersey Distinguished Student Teacher Award, and 2013 
Union County Superintendent Round Table’s Teacher Excellence 
Award.

Reyna Mondragon graduated from the University of North Texas 
(UNT) with a Bachelors of Fine Arts in Dance and a minor in 
Spanish. After graduation Reyna moved to Minnesota and worked 
with dancer/choreographer Blake Nellis and produced work 
alongside colleague Danielle Zuniga. Reyna returned often to 
Texas to perform, collaborate in projects, and teach master classes 
at UNT. Reyna is an MFA candidate at Texas Woman’s University 
in Denton, Texas where she is focusing on the incorporation of 
multimedia and vocalization in her dance making process.

Raquel Monroe (PhD, UCLA) is an Interdisciplinary performance 
scholar, and artist, who makes visible the choreographic strategies 
black female artists deploy to critique and reflect their socio-
political conditions. Her current manuscript, “Black Girl Work: 
Popular Culture, Sex, and the Dancing Body,” blends performance 
analysis and critical race and queer theories to explore the 
choreographies of sexuality and activism, by black female cultural 
producers in popular culture. Monroe has published in the Journal 
of Pan African Studies, E. Patrick Johnson’s and Ramón Rivera-
Severa’s “solo/black/woman: Performing Black Feminisms,” and 
Melissa Blanco-Borreli’s “The Oxford Handbook: Dance and 
the Popular Screen.” In 2015 Monroe received the Excellence in 
Teaching Award from Columbia College Chicago, where she is an 
Associate Professor in dance.

Lynn Monson (BA) completed Hartford Ballet’s Teacher Training 
Program, and earned a BA in Dance at ASU. She taught dance to 
all ages for over 30 years and is a certified Labanotation teacher. 
She managed an arts-based charter school, and currently, performs 
administrative duties for arts organizations. Lynn helped revise 
the Arizona Dance Standards, and worked on developing state 
assessments for dance. Lynn is a member of the Dance Notation 
Bureau, International Council of Kinetography Laban, and 
National Dance Education Organization. She served as Secretary 
and President of AzDEO and is currently Executive Assistant. 
Lynn served as the State Affiliate representative on the NDEO 
board, and teaches the online Creative Dance for Early Childhood 
class for OPDI.

Ilana Morgan (Ph.D, BFA in Dance) is an assistant professor 
and coordinator of the BA in Dance with Teacher Certification at 
Texas Woman’s University in Denton, Texas. In addition to her 
teaching, Ilana is an emerging scholar who analyzes ways in which 
dance and arts education are integral to providing well-rounded 
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and holistic educational experiences for K-12th grade learners, 
and how aesthetic education is essential in helping students 
to develop skills of empathy and compassion as a productive 
citizen. Her research articulates new pedagogical frameworks, 
new perspectives for dance teacher preparation, and she develops 
experiential project based learning for university students. Ilana’s 
research pulls from overlapping theoretical areas such as feminist 
theories, posthumanism, dance studies, popular culture, and 
education.

Jennifer Morley (MFA, CPT) is an Assistant Teaching Professor 
in the Drexel University Dance Program and the Director of 
Drexel Pilates. After teaching at Drexel’s Dornsife Center for 
Neighborhood Partnerships, she completed her Community-
Based Learning Course Development Training in 2015. She 
recently spent 10 weeks teaching trauma-informed yoga at a 
methadone detoxification center to a population of 12 in-patients 
and 12 Drexel students. Jennifer is a facilitator-in-training and 
womens’ circle coordinator for a non-profit organization that 
provides opportunities for transformation and growth through the 
exploration of archetypal energy. Jennifer utilizes these modes 
as a pedagogical tool to explore improvisation, composition, and 
performance for dancers, as well as balance, safety, clarity, and 
strength for all.

Merry Lynn Morris (MFA, PhD candidate) is Assistant Director 
of the Dance Program at the University of South Florida and a faculty 
member with seventeen years teaching and research experience. 
She began exploring inclusive dance in 2002, and as caregiver 
to a disabled er over a 21 year period, her interest in disability 
issues has been ever-present. Ms. Morris serves on the board for 
VSA Florida, the statewide arts and disability organization, and 
teaches/choreographs for REVolutions Dance, an inclusive dance 
program in Florida. The intersections between dance, disability 
and assistive technology design are a prominent focus of Morris’s 
creative and scholarly work. She has earned multiple U.S. Patents 
for her innovative approach to re-conceptualizing the design of 
assistive mobility devices.

Jennifer Mossburg grew up dancing in Anne Arundel County, 
Maryland. She attended Salisbury University to study Dance 
Education and Physical Education. Mossburg performed for 
four years with the Salisbury University Dance Company and 
spent two years serving as the Dance Company president. While 
attending Salisbury University, her choreography and leadership 
was recognized through various awards. After graduating, 
Mossburg received a dance teaching job at Arundel Middle School 
in Odenton, Maryland. She has been teaching at Arundel Middle 
School for 7 years. Mossburg has grown the dance program to over 
600 dancers teaching Dance and Dance for Athletes for all levels. 
Mossburg also directs Arundel Middle School’s Dance Company 
and the Anne Arundel County Public Schools Summer Dance 
Intensive.

Julie Mulvihill has recently completed a PhD in Dance Theory 
and Practice at Texas Woman’s University (graduation May 2017), 
with a research focus of dance making within groups. She has 
been on the faculties of Antelope Valley College, Georgia College 
and State University, UNC at Greensboro, Elon University, Peace 
College, and other dance and theatre programs, teaching various 
dance and movement courses. Julie has danced and shown work 
with Hidden Entropy Movement Project, Crossover Movement 
Arts, Rainbow Dance Company, Even Exchange Dance Theater, 

and most recently at the curated Monterey Bay Choreographer’s 
Showcase. She holds a teaching certification in the Alexander 
Technique from Chesapeake Bay Alexander Studies and serves 
as Workshop Planning Chairman for Alexander Technique 
International.

Megan Namnama is currently a Pre-K through 8th grade dance 
educator in Newark, New Jersey. Ms. Namnama attended Montclair 
State University where she received a BA in Dance Education and 
the 2016 Dance Education Award. Currently at Hawkins Street 
School, she also writes dance curriculum for the Newark Public 
Schools District. While her focus remains in the classroom, Megan 
has extensive experience with grant writing, online funding, and 
running advocacy campaigns for her dance program. To contact 
Ms. Namnama, please email megannamnama@gmail.com.

Michelle Nance (MFA, BESS) is Director of Dance and Professor 
in the Department of Theatre and Dance at Texas State University 
in San Marcos, Texas. Her choreography has been commissioned 
and produced in the U.S. and abroad, in addition to prestigious 
dance festivals and venues across the U.S., including: the 
American College Dance Festival, Austin Dance Festival, Brazos 
Contemporary Dance Festival, Boulder Creek Festival, Dance 
for the Planet, Barefoot Brigade, Hunter College Legacy Series, 
the New York International Fringe Festival, the Minnesota Fringe 
Festival, and Field Day (NY). She has performed and taught 
internationally in Guatemala, Costa Rica, Scotland, Chile, Greece, 
Trinidad, and France. Michelle holds an MFA from the University 
of Colorado-Boulder.

Jill Guyton Nee (BA, BS, MFA) is an Assistant Professor of 
Dance and Musical Theatre, and Head of Dance at the University 
of Memphis. She is the founder and Artistic Director of her 
own company, CJ40 Productions. Her work has been presented 
in Thailand and throughout the US. She has worked with Mark 
Dendy, David Dorfman, Bebe Miller, Susan Hadley, Gaspard 
Louis, Erin Carlisle Norton, and Pamela Pietro. In Memphis, 
she choreographs for Project:Motion, Racine + Southern Dance 
Exchange (RSDE) and Opera Memphis. Previously, Nee worked 
full time staff at American Dance Festival and served on the Board 
of Directors for Code f.a.d. Company.

Anne Nelson, undergraduate student at Auburn University, is a 
nursing major and a dance minor.

Judith Nelson, dance artist/educator, danced with the Limon 
Company and the David Gordon Pick-Up Company, and toured 
the US and Europe as a solo artist and in musical theatre. Judith has 
taught at many universities including Auburn University, Missouri 
State University, and Carleton College. She has taught children of 
all abilities for over 35 years. She is on faculty at the Mark Morris 
Dance School and the Helen Keller Pre-School, and is Associate 
Adjunct Professor at Hofstra University. Judith is secretary of the 
board for daCi/USA. She holds an MFA from the University of 
Arizona and a BFA from the University of Utah. She resides in 
New York City.

Dr. Marissa Beth Nesbit is Assistant Professor at East Carolina 
University, where she coordinates the dance education program and 
teaches dance pedagogy, modern dance, history, improvisation, and 
dance appreciation courses. Dr. Nesbit’s research interests include 
dance education curriculum, service learning, dance literacy, and 
teacher education; her creative interests include collaborative 
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choreography and the creation of works that resonate with young 
people. She has presented at numerous national and international 
conferences and is passionate about deepening and expanding the 
field of dance education. She earned her PhD in Art Education 
from The Ohio State University and MFA in Dance from Texas 
Woman’s University.

Nancy Ng (MFA) is the Director of Community Engagement 
and a teaching artist with Luna Dance Institute in Berkeley, 
California. She is on the Professional Learning faculty at Luna; 
teaching, mentoring and coaching artists and teachers. Before 
joining Luna, Ng was the co-director and a choreographer with 
San Francisco’s Asian American Dance Performances. She helped 
author California’s Early Learning Foundation’s in the Visual 
and Performing Arts, and was a reviewer for the National Core 
Arts Standards. Ng’s service includes past president of California 
Dance Education Association, California Alliance for Arts 
Education board member, and editorial review board member 
for NDEO’s journal, Dance Education in Practice. She received 
a 2016 Milestone leadership award from the National Guild for 
Community Arts Education.

Martheya G. Nygaard is a dance artist who shares her knowledge 
and passion of dance through the art of choreographing, performing, 
and creating dance on film. Martheya is a Master of Fine Arts 
in dance candidate in a three-year graduate program at Texas 
Woman’s University in Denton, Texas. Ms. Nygaard received her 
dance training with several ballet companies in the Dallas area 
with Ann Atkinson, Bill Etgen, Pat and Tanju Tuzer, Kirt and 
Linda Hathaway. Martheya was an officer on a drill team where 
she lead over 100 women. She earned her Bachelor of Fine Arts in 
dance at Sam Houston State University in Huntsville, Texas. Ms. 
Nygaard is currently serving the TWU Dance Department as the 
Publicity Coordinator.

Olivia O’Hare is a movement educator who combines her 
extensive knowledge of improvisational dance, physical theatre, 
fitness, and somatics to create an extraordinary experience in each 
class she teaches. She currently acts as the project coordinator for 
Body Shift, a mixed-ability dance project based in Austin, TX. The 
goal of Body Shift is to offer classes and workshops that provide 
a welcoming environment that empowers people of all abilities 
to embrace dancing in their own unique way. Olivia completed 
coursework toward the PhD in Performance as Public Practice at 
the University of Texas at Austin where she focused on movement 
theory and analysis of DanceAbility. She also holds a BFA and MA 
in Theatre Directing from Texas State University.

Wendy Oliver (EdD MFA) is a professor of dance and women’s 
studies at Providence College. She recently co-edited the book 
Dance and Gender: An Evidence-Based Approach with Doug 
Risner, published by the University Press of Florida. She is Editor-
in-Chief of Journal of Dance Education, and is co-editor of the 
book Jazz Dance: A History of the Roots and Branches. She has 
published in JODE, RIDE, DRJ, JOPERD, and other journals, 
and also wrote the book Writing about Dance. In addition to her 
academic work, Oliver directs and choreographs for the PC Dance 
Company.

Allison Orr, Artistic Director of Forklift Danceworks was three 
times named Best Choreographer by the Austin Critics Table. 
The Trash Project is the subject of a feature-length documentary 
film Trash Dance. Allison has been commissioned by the Kyoto 

Arts Center, the Fusebox Festival, The Houston Arts Alliance, 
Texas A&M, and others. She has been a guest artist for the 
American College Dance Festival and numerous university 
dance departments. Allison taught and studied with renowned 
choreographers Liz Lerman and Deborah Hay. Allison holds an 
MFA in Choreography and Performance from Mills College, a BA 
in Anthropology from Wake Forest University, and was the 2015-
16 Menakka and Essel Bailey ’66 Distinguished Visiting Scholar 
in the College of the Environment at Wesleyan University.

Amber Ortega-Perez (MFA, BFA) is a choreographer and 
movement artist who works with relational aesthetics, digital 
media, networked and physical spaces. She is on faculty at Palo 
Alto College in San Antonio TX, is director of SpareWorks.dance, 
and Program Director for W-I-P (Works In Progress), a dance 
performance lab in South Texas. Ortega-Perez is inspired by human 
interaction and relationships as well as the environments that 
create/shape and guide them. Much of her work is collaborative 
and is inspired by working with dancers, filmmakers, visual artists, 
performance artists and musicians. Amber has worked with Lisa 
Nelson, writer/filmmaker Erik Bosse; filmmaker, Isaac Julien; 
artists, Laurie Dietrich, Doerte Weber, Deborah Keller-Rhin, 
Barbara Felix, Steven DaLuz; musicians, Stephanie Key, Joe 
Reyes, Theodore Schechter.

Elizabeth Osborn-Kibbe (MFA) is on the faculty of the 
Department of Dance at the University of Georgia, teaching Dance 
Appreciation, Contemporary Modern Dance, and Tap Dance as 
well as choreographing new work. She previously served on the 
faculty at Pennsylvania State University teaching Dance History, 
Modern Dance, Dance Improvisation, and Dance Appreciation. Liz 
has toured extensively and has performed with Mariah Maloney 
Dance, Maura Keefe, and Park Avenue Dance Company. She is 
an IATSE stagehand, and has served as Stage Manager for Bill 
Evans Dance, FuturPointe Dance, and Biodance, among others. 
She holds an MFA in Dance Performance and Choreography from 
the College at Brockport SUNY and a BA in Dance and History 
from the University at Buffalo.

Christie Owens is a graduate of Luther College with degrees in 
Dance and Music. A dance artist now residing in Minneapolis, 
Minnesota, Christie’s work throughout the past years has 
centered around bringing creativity and movement to children 
with various physical needs, cognitive disorders and emotional 
behavior disorders through a lense of playfulness and adaptation. 
Also a yoga instructor, Christie continues to cultivate research 
and experience specifically for children and adults of color and 
for people with special needs, keeping in mind that any body can 
dance, and finding new ways to overcome challenges. Christie 
also serves as Luther College’s Dance Camp Coordinator, a camp 
which seeks to give children the chance to be immersed in the 
world of somatic dance.

Misty Owens (MFA) is a Founding Teacher of Dance for 
Parkinson’s Disease® program at Mark Morris Dance Center, 
Brooklyn. Misty began teaching DfPD® classes in 2003, and wrote 
about DfPD® for her MFA thesis at University of Wisconsin-
Milwaukee. She has presented the program at conferences and 
symposiums in the U.S., Canada and England, and trained teachers 
in the Dance for PD® approach across the U.S. In 2016, the Dallas 
Museum of Art commissioned Misty to create collaborative Art 
and Dance classes with local Dance for PD® class participants. 
Misty is a Senior Dance Lecturer in Arts & Humanities at 
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University of Texas/Dallas, teaches Dance for PD® through Dallas 
Area Parkinsonism Society and Dance for Movement Disorders at 
Texas Health Presbyterian-Dallas.

Deanna Paolantonio is a current PhD Candidate in the dance 
department at York University in Toronto, Canada. She holds her 
MA and BFA in dance and a BEd specializing in primary/junior 
grade levels. Her research interests include body image, dance 
education, and girlhood. As an experienced dancer and dance 
educator living with type one diabetes her understanding of how 
chronic illness affects the experience of students in a dance class 
is informed by her personal and research life. She is a program 
leader with I Challenge Diabetes where her specialties in dance 
and fitness are integrated into type one diabetes workshops and 
camps for children.

Rebecca Pappas makes dance that addresses the body as an 
archive for personal and social memory. Her choreography has 
toured nationally and internationally, and has received residencies 
from Yaddo and Djerassi, and support from organizations such 
as the Mellon Foundation, the Zellerbach Family Foundation, 
and CHIME. She currently creates work in Los Angeles, and 
Indianapolis, and is an Assistant Professor of Dance at Ball State 
University. www.pappasanddancers.com

Chell Parkins (MFA, BA) is the Executive Director of the 
Tennessee Association of Dance. Her career as a choreographer, 
performer, advocate and educator has spanned over 20 years. 
Her graduate research investigated disembodied and embodied 
choreographic techniques, integrating technology in the 
choreographic process. Parkins has taught music, theatre and dance 
in the private and public from preschool through college. She was 
influenced by her work with Creative Action using Theatre of the 
Oppressed as a framework for promoting social change within an 
“at risk” population. Parkins spent three years as the director of 
dance, drill team and pom squad at Manor High School where 
she taught dance as a vehicle for empowerment before becoming 
Lecturer at Middle Tennessee State University.

Dr. Mila Parrish, Associate Professor, is the Director of Dance 
Education at the University of North Carolina Greensboro. She 
is internationally recognized for her work in dance pedagogy and 
educational technology, and has led over over 100 professional 
development courses, seminars and workshops thought the US and 
abroad. She has established numerous longstanding service and 
community engagement initiatives including Dancers Connect, 
a free community dance program and pedagogy laboratory, and 
is the founding President of the North Carolina Dance Education 
Organization. Dr. Parrish is the received the 2015 Leadership 
Award from NDEO for her community initiatives and scholarly 
work that has had a significant impact on the field of dance 
education.

Tracy Pattison (MFA, LMT, CPI, CYT) is a performer, 
choreographer, educator and owner of The Inspired Body. She 
performed extensively with companies including Verlezza Dance, 
[Cleveland Ballet] Dancing Wheels, OMO Dance Co, and The 
Chimera Project and has presented choreography nationally and 
internationally. Pattison holds an MFA (Dance) from Hollins 
University in collaboration with The Forsythe Company, The 
Künstlerhaus Mousonturm, and The Frankfurt University of 
Music and Performing Arts, a BS from SUNY Brockport (Dance/
Exercise Physiology), a Massage Therapy license and certifications 

in Pilates and yoga. Pattison has specializations in May O’Donnell 
Technique, somatic practices for dance training and integrated/
adapted dance to include dancers with disabilities. She is an 
Adjunct Professor at Cuyahoga Community College, Cleveland, 
Ohio.

Kristen Paul is the Clinical Instructor for the Early Childhood and 
Deafblind Programs in the Department of Special Education at the 
University of Utah. Prior to working in higher education, Kristen 
was an early childhood special educator and used creative dance 
as a context for teaching students of all abilities. She observed 
first-hand the success of using the arts to promote young children’s 
engagement and learning. Kristen’s scholarly and research interests 
include the use of creative dance to teach students of all abilities in 
inclusive classrooms, support teachers to integrate creative dance, 
and to promote engagement of young children with autism. She 
has co-authored an article and has delivered state, national, and 
international presentations in these areas.

Sara Pecina is a Master of Fine Arts in Dance candidate at the 
University of Oklahoma. An Indiana native, Sara grew up dancing 
at a local studio and attended college at Western Kentucky 
University, from which she graduated Magna Cum Laude with a 
Bachelor’s Degree in Dance. Her four years as a member of the 
WKU Dance Company were highlighted with performances in 
Italy, at Jazz Dance World Congress, and at tap dance festivals in 
St. Louis and New York City. She has taught a variety of styles of 
dance in the private sector in Indiana, Kentucky, and Oklahoma. 
Sara’s academic research focuses on tap dance, and she is training 
in the American Tap Dance Foundation Rhythm Tap Teacher 
Program.

Sandra M. Perez (MA, BA, CMA) is an Associate Professor 
at Towson University where she co-directs the Dance Education 
Concentration. Sandra holds the Maryland Advanced Professional 
teaching certificate and has been a faculty member of numerous 
institutions including the University of Maryland College Park 
where she performed as a soloist with Maryland Dance Theater. 
Sandra’s scholarship explores using dance as a teaching strategy 
through which she promotes education for the whole child. Her 
article, “Shapesville as Performance Art: Exploring Body Image 
through Dance”, written by invitation, can be found in the Gurze-
Salucore Eating Disorders Newsletter. (Based on the book 
Shapesville © 2003 by Andy Mills and Rebecca Osborn, illustrations 
by Erica Neitz; used with permission from the publisher, Gurze 
Books, Carlsbad, CA)

Heather Williams Perkins is an alumna of the Elkins HS Elite 
Dance Team, LSU Tiger Girls Dance Team, and the LSU Dance 
Ensemble. She is a member of TDEA, USASF, and has been a 
member of MA Dance since 2002. Heather received her Bachelor 
of Science from Louisiana State University where she completed 
her minor in dance. She has a Masters of Education in Educational 
Administration from Houston Baptist University and holds a 
principal certification. Heather has served as a dance team director 
for 10 years. She is currently a student in the University of Houston 
Doctorate of Educational Leadership program and is pursuing an 
assistant principal position for next school year. 

Paula J. Peters (MFA) is an Assistant Professor of Dance at SUNY 
Fredonia. Her research centers on exploring the many facets of 
jazz dance aesthetics in American culture, and the implementation 
of pedagogies which serve the 21st century dancer. Prior to joining 
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the faculty at Fredonia, she taught at the University of Washington, 
Cornish College of the Arts/Preparatory Dance, and Pacific 
Lutheran University. Her choreography has been presented by 
Men In Dance, Cornish Dance Theater, Fredonia Dance Ensemble, 
the University of Washington, and the BOOSTmeUp Festival. 
She has presented research at DEAW, SDHS, PCA, and NDEO 
conferences. Prior to entering Academia, she danced professionally 
with Spectrum Dance Theater in Seattle for fourteen years.

Beth Pettengill Riley (RSME, MA, Dance Education, Stanford 
University) is a seasoned somatic movement educator with 
over 40 years of experience. She served on the dance faculty of 
Cabrillo College for 20 years, developing a course on teaching 
somatic movement to children through the ECE department. Beth 
travels the globe facilitating workshops in Continuum, Yoga & 
Meditation and has been an invited presenter at Esalen, Omega 
Institute, The Open Center and the Skyros Institute in Greece. Her 
latest project, focusing on teens, “The Embodied Generation”, is 
re-imagining and inspiring somatic-based physical education in 
the 21st century. She is President of the board of the International 
Somatic Movement Education and Therapy Association and Co-
Chair of the Arts and Education Committee.

Laura Pettibone Wright is currently researching the life of 
choreographer Erick Hawkins and his collaborations with 
contemporary composers and visual artists. She is a repététeur 
for Hawkins’ choreography and and teaches Hawkins’ movement 
principles to students of all ages. A soloist with the Hawkins 
Company for twelve years, she was acclaimed for her musicality 
and poetic elegance. Ms. Pettibone Wright guest teaches in dance 
critique, history, and pedagogy classes. She wrote dance curriculum 
based on national standards for the Gifted Dance Program in the 
Virginia Beach Public Schools. Ms. Pettibone Wright received her 
MA in Dance Education from Columbia University’s Teachers 
College, where she received the Artist/Scholar Fellowship. Her 
BA was in Music and Nonverbal Communication/Dance at Beloit 
College.

Missy Pfohl Smith (MFA) is the Director of the Program of Dance 
and Movement at University of Rochester and the founder/Artistic 
Director of contemporary dance company BIODANCE. As an 
educator, Smith is certified in Bill Evans’ Laban-Bartenieff Based 
Dance Pedagogy and specializes in contemporary modern dance, 
composition, collaboration, site-specific work, improvisation, 
dance & social justice and performance studies. BIODANCE 
performs repertory by a roster of internationally recognized 
choreographers including Bill Evans, Heidi Latsky, Randy James, 
Ivy Baldwin, Missy Pfohl Smith, D. Chase Angier, Katherine 
Kramer and more. The company explores social, political and 
environmental issues and is active in its community. Smith has 
taught and performed across the US and in Estonia, Finland, 
Germany, Greece, Japan, Latvia, and Poland.

Colleen Pictor (MA, BFA),a native of Rochester, NY, is an 
inaugural member of the Lincoln Center Scholars program which 
focuses on placing working artists as teachers in the public schools. 
Colleen is in her third year teaching elementary school dance at 
PS 175 in Harlem and continues ongoing action research with her 
students. Colleen is also a teaching artist for Inside Broadway. 
She is the founder and artistic director of the Pic PAC (Pictor 
Performing Arts Collective). Colleen has presented her work at 
WAXworks, The Tank, Duane Park, Your Move Dance Festival, 
and the Rochester Fringe Festival, among other venues. She is 

a recipient of the Margery Turner Choreography Award and the 
Colonel Henry Rutgers Research Scholar Award.

Danielle Pierce-Master teaches dance at the Spence School 
and at the School at Steps on Broadway, both in New York City. 
Danielle has presented choreography in New York, Seattle and 
Kampala, Uganda. She has performed throughout the New York 
City area with the Tap Ole Dance Company, Dance Visions and 
Aries in Flight. Danielle attended the SDIT at the Creative Dance 
Center in 2011 and has an MA in Dance Education from New York 
University.

Katie Pinkard is a undergraduate student at the University 
of Southern Mississippi where she is pursuing a BFA in Dance 
Education and is a member of the Honors College. In 2014, 
Katie graduated from the Mississippi School of the Arts. Katie 
is a member of USM’s Repertory Dance Company. She recently 
presented her research on creating a dance outreach program for 
K12 students at the 2017 Undergraduate Symposium for Research 
and Creative Activity. In the fall, she will be one of the two head 
interns at the 2017 Mississippi Dance Festival.

Amanda Pintore, originally from Omaha, NE, is a Teaching Artist 
and director focusing on Theatre and Dance for the Very Young, 
arts integration, and facilitating theatre-making with young people. 
Her newest project, “wonderwander”, a Dance for the Very Young 
performance, will premiere at the Tempe Public Library in Tempe, 
AZ in March 2017. She is a lead Teaching Artist, director, and 
performer for Kerfuffle, Arizona’s first theatre company devoted 
to creating performances with and for 2-5 year olds. She was also 
a Fulbright U.S. Student Program Semi-Finalist for the 2015-
2016 year, focusing on Theatre and Dance for the Very Young in 
Sweden. She is pursuing an MFA in Theatre for Youth at Arizona 
State University.

Susan Pope holds a BA in dance from the University of Maryland 
and a MA in dance education from Teacher’s College, Columbia 
University. She teaches dance for Newark Public Schools. In 
May of 2000, Susan was invited to the White House to speak at 
a conference titled Raising Responsible and Resourceful Youth. 
Her publications include: an article in the International Journal of 
AAHPERD titled “Mourning Into Dancing – The Transformation 
of Lives: A personal Journey”; an article in Dance Education in 
Practice titled “Bringing Dance History to Life for Middle School 
Students”, I Dance Because…, a collection of stories, essays 
and poems about dance; and Dancing My Prayers, Her blog 
idancebecause.com features dancers and the stories that move 
them.

Jeff M Poulin joined Americans for the Arts in 2013 where he 
works to empower local, state and federal supporters of arts 
education. He has been active in creating policy change for arts 
education on a national level, training over 10,000 advocates 
from all 50 states. Jeff was instrumental in the publication of 
the 2014 National Core Arts Standards, a leader in the creative 
youth development movement, and a founding board member of 
the Innovation Collaborative. Previously Jeff worked for several 
nonprofit and commercial organizations in the US and abroad and 
was an advisor on the implementation of the first national Arts in 
Education Charter under the directions of the Ministers of Arts and 
Education in the Republic of Ireland.

Joya Powell received her MA from NYU, and her BA from 
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Columbia University. She is an Adjunct at Hunter College and 
SUNY Old Westbury, and a Teaching Artist in the Bronx. She 
has worked at SUNY Stony Brook and has been a Guest Artist 
at various colleges and universities. Her company, Movement 
of the People, has appeared in venues such as: BAM, Lincoln 
Center, SummerStage, York University, Casa del Prado Theater, 
BAAD! and Montgomery College. She has taught and trained 
internationally in Brazil, Cuba, Israel and Puerto Rico. Joya is 
passionate about community, activism, and dances of the African 
Diaspora. She received the 2016 The Outstanding Emerging 
Choreographer Bessie Award, and is currently a Dancing While 
Black Fellow.

Patricia Reedy, lifelong dancer, choreographer, and educator, 
founded Luna Dance Institute in 1992 to expand her creative 
inquiry. She designs and evaluates Luna’s K-12, ECE, community, 
studio and professional development programs. Reedy taught 
dance at UC Berkeley for five years and now teaches pedagogy 
at Mills College. With co-director Nancy Ng, she won the first 
Generous Heart award by Dance Spirit in 2014 and was named 
2008 Outstanding Educator by NDEO. She authored Body, 
Mind & Spirit In Action©2003, 2015 and writes regularly for 
San Francisco’s InDance. Reedy received an MA in Education 
& Creativity from Mills College in 2000, studied Bartenieff 
Fundamentals with Peggy Hackney and Bonnie Bainbridge-
Cohen, and is currently enrolled in a doctoral program at USF.

Kaylee Richards is currently a third year student at Chapman 
University pursuing her Bachelor of Fine Arts in Dance 
Performance and a Bachelor’s Degree in Communication Studies 
with an emphasis in Mass Communication. Kaylee currently 
teaches dance at a local studio with classes ranging from ten years 
of age to eighteen.

Daniel Reichert (MFA, CLMA, RSMT) is an emerging 
choreographer who began dancing in 2005 with the Afro-Brazilian 
art form of Capoeira. This led him to travel to Brazil and eventually 
get his MFA from SUNY Brockport where he studied release 
technique and somatics under Mariah Maloney and African dance 
under Clyde Morgan. Daniel is interested in showing the limits of 
human physicality and his choreography comments on those limits 
and the limitations of classical dance. He serves on the Board of 
Directors for the New York State Dance Education Association 
as the Chair of Advocacy. He is a Certified Laban/Bartinieff 
Movement Analyst through Integrated Movement Studies and is a 
Registered Somatic Movement Therapist.

Anna Rider is a dance educator, arts integration specialist, and 
a Registered Somatic Movement Therapist in private practice 
helping people move creatively and efficiently in their daily 
lives. Anna directed the dance magnet program at Patapsco High 
School and Center for the Arts in Baltimore, MD, and currently 
works with Maryland Centers for Creative Classrooms (MCCC) 
as an arts integration lead teacher facilitating professional 
development workshops. She collaborated with Krissy Marty to 
develop professional development workshops for AISD (Austin 
Independent School District) through Mindpop’s Creative 
Learning Initiative while working with Forklift Danceworks . Ms. 
Rider serves on the board of the International Somatic Movement 
Education and Therapy Association as Co-Chair of the Arts and 
Education Committee.

Kathleen Ridlon (MFA, BA, AA) is a dance educator and 

choreographer. Her research interests include Community Based 
Learning and Dance in Education. Kathleen has served as the 
Strategic Civic Leader Fellow at Knox College through the 
Illinois Campus Compact and she is recognized by the Illinois Arts 
Council Artists in Education Roster. Recently, her choreography 
and research was presented at the International Somatics-Based 
Dance in Education Conference. Kathleen is an Assistant Professor 
of dance and the Director for the Center for Community Service at 
Knox College. She is a graduate of Smith College, City College of 
New York, Alvin Ailey American Dance Center, and Dean College.

Doug Risner (PhD, MFA) Professor & Director, MA in Teaching 
Artistry, Director of Graduate Studies, Wayne State University; 
JODE Emeritus Editor studies the sociology of dance education, 
curriculum theory and policy, social foundations of pedagogy, 
gender in dance, and web-based curriculum design. Publications 
include Stigma & Perseverance in the Lives of Boys Who 
Dance; Hybrid Lives of Teaching Artists in Dance and Theatre 
Arts, Gender, Sexuality and Identity: Critical Issues in Dance 
Education, and Dance & Gender: An Evidenced Based Approach. 
Recipient of President’s Excellence in Teaching Award (WSU), 
Outstanding Dance Education Researcher Award (NDEO); UNCG 
Distinguished Alumni Award. The Doug Risner Prize for Emerging 
Dance Researchers was established to honor his commitment to 
excellence in research and research education.

Tori Rogoski-Rutta (RDE) has a BFA in Dance and a BS in Dance 
Education from the University of Wisconsin. She founded and 
directs Dance Education Center, which has donated over $150,000 
to non-profit organizations since 2002. Ms. Rogoski-Rutta has also 
been involved in community projects, serving as a guest speaker 
for several K-12 schools and universities, has written for JODE 
and been featured in Dance Magazine, Dance Teacher and Dance 
Spirit. Recognition for her work includes: UW Outstanding Recent 
Graduate Award, Wisconsin Dance Council Margaret H’Doubler 
Award and the Outstanding National Registered Dance Educator 
Award but most of all, the idea that she may have had a part in 
helping her students lead happy, successful and purposeful lives.

Allegra Romita (MA, CMA, RYT) is co-creator of Functional 
Awareness® and co-author of Functional Awareness: Anatomy 
in Action for Dancers published by Oxford University Press. 
She received her BFA in Dance and Movement Science from the 
University of Michigan, MA in Dance Education from New York 
University, and CMA from the Laban Institute for Movement 
Studies. She is adjunct faculty at Towson University. Allegra is 
a dancer and Company Manager for Sydnie L. Mosley Dances in 
New York City. Allegra has presented her research at the IADMS 
and NDEO conferences 2015 and 2016. Her second book is under 
peer review at Oxford University Press.

Emma Rosenzweig-Bock, originally from Santa Monica, 
California, began her dance training at the Debbie Allen Dance 
Academy at the age of eleven. At DADA, Emma received the 
Symphonic Love Scholarship and trained in a multitude of styles 
such as ballet, modern, contemporary, flamenco, tap, and hip hop. 
Emma is continuing her studies to receive a Bachelor of Fine Arts 
in Dance Performance, as well as a minor in Holocaust Studies at 
Chapman University. Following graduation, Emma hopes to move 
to New York to pursue a career in the dance field.

Janet Rothwell (MA) is a native of Chicago, IL and has been 
teaching high school dance for over 10 years. She received her MA 
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in Dance with an emphasis in Choreography from the University 
of North Carolina-Greensboro and her BA in Communications 
with a Dance Minor from the University of Wisconsin, Madison. 
Throughout her time in graduate school she performed and 
choreographed for Sidelong Dance Company in Winston-Salem, 
NC. Janet teaches dance at Adlai E. Stevenson High School 
in Lincolnshire, IL. She is the director of the Melange Dance 
Company at Stevenson and a contributor for the dance blog 
4dancers.org. She has also served on the committee for the Illinois 
High School Dance Festival.

Christopher Rutt (MA, BA) has been in dance education for 
over 20 years. Currently the Coordinator of the Dance Division 
at New Trier Township High School in Winnetka, Illinois, he 
co-directs the student dance company, choreographs musicals, 
and teaches modern technique and choreography. Recipient of 
the Illinois Alliance for the Arts Dance Educator Award, he is 
a staunch advocate for males in dance, and presents nationally; 
his Menz Dance program continues to draw over 50 students 
each year. He has been a dance and theater reviewer for Chicago 
Splash magazine, and his performance career has included musical 
theater (Drury Lane Oakbrook, Augusta Opera), seasons with 
several regional dance companies, and The Martha Graham Dance 
Ensemble

Evelyn Sanchez is a graduate with a Bachelor of Arts in Dance 
Teaching from the Dance Center of Columbia College Chicago. 
She began her dance training at the age of eight in 1999 at U 
Dance Corporation. At the age of twelve she began her formal 
Spanish dance training with Dame Libby Komaiko as a member 
of the “All-City Jr. Ensemble Español.” Evelyn was promoted to 
company dancer to Ensemble Español in 2010. In 2012 she was 
selected to tour with Ensemble Español to China in a five city tour. 
Evelyn continues to be an advocate of arts education as a member 
of The Joffrey Ballet’s Community Engagement Department.

Melissa Sande (EdM, BFA) has been working as a full time 
dance educator in the public school system since the Fall of 
2013. She graduated with a Masters in Dance Education from 
Rutgers University and a Bachelor’s in Dance from Montclair 
State University. She began teaching in Brooklyn as the primary 
dance educator and a founding staff member of Citizens of the 
World Charter Schools in Williamsburg and Crown Heights. She 
now works for New Jersey Public Schools as the founding dance 
educator at West Orange High School.

Felice Santorelli (EdM, BFA) is the Dance Department Leader 
at the Pioneer Valley Performing Arts Charter Public School in 
South Hadley, MA where she teaches a range of dance classes to 
students in grades 7-12 and is the Artistic Director of the school’s 
concert dance student choreography company, Catalyst. Felice 
holds a Masters in Dance Education from Rutgers University and 
a BFA in Dance Performance from Shenandoah Conservatory. 
Her teaching experience spans work with students in grades K-12 
as well as college dance majors and minors. Felice is a certified 
Pilates instructor, a Dance Education Laboratory (DEL) Facilitator 
and was selected to pilot the Model Cornerstone Assessments for 
the NCCAS.

Marissa Schaeffer (CSCS, BFA, SPT) holds a degree in dance 
from SUNY Purchase, and works in Manhattan as a strength coach. 
She is pursuing her Doctorate of Physical Therapy at Columbia 
University. Marissa works with dancers on safe, effective ways to 

prevent injury and to support the longevity of their careers. She has 
trained dancers from SUNY Purchase, Columbia University, Mark 
Morris, Doug Varone and Lydia Johnson dance companies, and 
has touched 200+ young dancers at competitive studios with her 
workshop: Mindful Practice. She has also written and contributed 
to articles that have appeared on WeckMethod.com, qinetic.com, 
The Epoch Times, and Dance Informa Magazine. In 2015, Mindful 
Practice appeared in Dance Studio Life Magazine’s feature article.

Max Schafer teaches Spolin Improvisation around the world and 
is author of “Viola Spolin’s Theater Games for the Classroom” 
multimedia CD. He has worked with Viola Spolin, Paul Sills, 
and many of the country’s top improvisors. He is a distinguished 
classroom teacher and is on the board of the California Educational 
Theater Association. Although Spolin Games have been used in 
Dance to a some degree, he is dedicated to bringing the philosophies 
and comprehensive concepts of Spolin Improvisation to the Dance 
world. This conference will be the first formal presentation of 
Spolin to the public.

Leigh Schanfein (MS) is a freelance dancer, choreographer, and 
teacher as well as a Research Associate at the Harkness Center for 
Dance Injuries, NYU Langone Medical Center. She holds a M.S. 
in kinesiology with a specialization in biomechanics, and B.S. in 
animal physiology and neuroscience with a minor in dance. She 
is adjunct lecturer of biomechanics in the department of dance at 
Barnard College, and is a contributing journalist for Dance Informa 
Magazine. She performs modern, ballet, and contemporary dance 
as a freelancer with many choreographers and companies in the 
NYC area. 

Helene Scheff (RDE) Administrative Director Emeritus of Chance 
to Dance, a 30-year old Rhode Island in-school dance program 
and Emeritus Meeting Planner for NDEO. She serves as Treasurer 
for UNITY and Dance Alliance of RI, teaches Master classes in 
Ballet and Flamenco, serves on the DEiP Editorial Board and is 
coauthor of seven books with Human Kinetics publishers. The 
2nd edition of Experiencing Dance: From Student to Dance Artist, 
a hard-backed High School text was released in 2014. She has 
taught extensively in K-12, the Private Sector and has presented 
workshops at numerous conferences and seminars.

Dr. Dale Schmid is NDEO’s Past-President and the Visual and 
Performing Arts Coordinator for New Jersey’s State Department 
of Education. As one of 45 of the nation’s State Education Agency 
Directors of Arts Education, he helps shape state and national 
arts education policy, provides professional development, and 
innovates/supports model programs and systems of assessment 
that foster arts literacy. Most recently, Dr. Schmid was Program 
Officer for a one million dollar NJDOE research grant using 
arts integration as a lever to academic mastery and school 
improvement among Title I students. Dr. Schmid is a member 
of the leadership teams of NCCAS, SEADAE, and the NJ Arts 
Education Partnership. He is also the project director of NDEO’s 
Dance Entry Level Teacher Assessment.

Kailey Schneider is a senior at Bridgewater State University, 
double majoring in Dance and Elementary Education. Kailey 
presented research on “The Social and Emotional Benefits of 
Dance Education” at the BSU Mid-Semester Research Symposium 
last December. She is the Event Coordinator of the National Dance 
Education Student Organization at BSU and the representative of 
the BSU Dance Company. As a member of the BSU Dance Team, 
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Kailey holds studio clinics and fundraisers where she teaches 
children of all ages. She has participated in regional and national 
competitions, including the UDA College nationals in Orlando 
Florida. Upon graduating, Kailey plans to teach in elementary 
school where she will integrate dance into the curriculum and 
plans to open a private dance studio.

Karen Schupp (MFA) is an assistant professor in the Herberger 
Institute School of Film, Dance and Theatre at Arizona State 
University and the author of Studying Dance: A Guide to Campus 
and Beyond. Her scholarly research addresses innovative 
pedagogical practices and curricula in postsecondary dance 
education and dance competition culture. Her artistic practice 
centers on interdisciplinary self portraiture. Current projects 
include a webseries, In It to Win!, that autobiographically and 
satirically explores dance competition culture (http://www.
misskarenwins.com) and co-editing with Dr. Doug Risner the 
forthcoming volume Case Studies in Dance Education. Schupp is 
also the Associate Editor of the Journal of Dance Education. For 
more information, please visit http://www.karenschupp.org.

Matt Schuppert is the Arts Integration Coordinator at Berkman 
Arts Integration Academy in Round Rock ISD.

Michael Scoggins, Owner, Ohio Ballroom Studios, was a 
professional dancer for 17 years. He performed all over the world, 
including Florida and Tokyo Disneyland, on international cruise 
ships, and in Branson, Missouri. He also performed for the royal 
family of Japan and as a stunt fighter for Power Rangers. He and his 
wife created a dance team, Duplicity, and they became the featured 
dancers for Dino and The Lawrence Welk Show. They later settled 
in Ohio, where Michael founded Ohio Ballroom Studios and serves 
as Adjunct Instructor of Dance at Miami University. Michael also 
created the “Scoggins Squad,” a group of college students who 
assist him in teaching large classes and participate in performance 
opportunities.

Karen Searles has her BFA-Dance and BS-Dance Education with 
K-12 certification from the University of Wisconsin-Madison. 
She teaches at Cedar Ridge High School and Cedar Park Dance 
Company and is in the Round Rock ISD NextGen program, being 
published in blogs, websites, and magazines. She is the recipient of 
TMEA Fine Arts, Arts & Digital Literacy, Partners for Excellence 
in Education, and RRISD Innovative Fine Arts Grants. She serves 
as 4th Vice President of Texas Dance Educators’ Association and 
is the director of the student organization Texas Future Dance 
Educators. She has presented at CEDFA and the Arts & Digital 
Literacy Institute and serves as an advisor for Resources for 
Learning. She was named TDEA 2017 Dance Educator of the Year.

Victoria Shadle (BA) is a dance educator, choreographer, and 
administrator based in New York City. As an administrator, Shadle 
has worked at the School of American Ballet and New York City 
Ballet and has interned at Dance/USA and Jacob’s Pillow Dance 
Festival. She is also an Advisory Board Member of NDEO, a Lead 
Teaching Artist with House of the Roses, and sits on the Artist 
Committee of National Choreography Month. Shadle graduated 
summa cum laude from Hofstra University with departmental 
honors in Dance. She has presented twice at NDEO conferences 
and was a member of the National Honor Society for Dance Arts 
as an undergraduate student.

Lakeisha Sharpley, a native of North Little Rock, is a 

choreographer, dance educator, and performer; who has been an 
instructor of dance of both the private and public sectors.She is a 
graduate of the University of Arkansas at Little Rock with a BA 
in Theater and Dance. Currently, Mrs.Sharpley is the Lead Dance 
Teacher at Horace Mann Arts and Science Middle School of the 
Little Rock School District. The dance department is comprised of 
over 200 students, grades 6th through 8th grade. The curriculum 
for this public school dance program includes Luigi Jazz, classical 
ballet and other technical forms of dance genres. Mrs. Sharpley is 
celebrating her 25th year as a dance artist, sharing her talents both 
locally and nationally.

Elizabeth Shea (MS) is Director of Contemporary Dance at 
Indiana University and a 200-hour RYT. Her choreography has 
been produced by the John F. Kennedy Center for the Performing 
Arts, 2016 Wave Rising Series, PUSHfest, Detroit City Dance 
Festival, the American Dance Guild, DUMBO Dance Festival, 
Footprints Dance Festival, Boston Contemporary Dance Festival, 
and the Midwest Alternative Regional Dance Festival. Liz has 
been a guest artist for Moving Collective, Dance Kaleidoscope, 
Eisenhower Dance, Karen Reedy Dance, and the Jerusalem 
Academy of Music and Dance. She has developed an approach to 
training the nervous system for flexibility and ingenuity through 
somatic practices which she presents at workshops in the USA and 
abroad and teaches annually at Dance Italia in Lucca, Italy.

Stephanie Simpson (MFA, BA, RYT-200) has been the 
Choreographer for The Possibility Project’s Foster Care Program 
for the past 3 seasons. In addition, she is the Dance Director at 
Riverdale Country School in New York. Stephanie has taught at 
several colleges, universities, secondary schools, and community 
programs throughout the country. In addition to teaching , 
Stephanie freelances as a musical theatre choreographer/performer 
and is one of the Co-Founders/Artistic Directors of Reject Dance 
Theatre, a contemporary modern dance company based in NYC/
Boston. With her background in Sport Psychology, Dance, Theatre, 
and Yoga/Medidation, she develops tailorized programs and works 
1:1 with students as the dance coach for My College Audition and 
business professionals through her company, Stephanie Simpson 
Coaching. www.stephanie-simpson.com

Meredith Sims (PhD, MS, BA) is Assistant Professor of Dance 
and Dance Education Coordinator at Coker College in Hartsville, 
South Carolina. She earned a BA in dance from Point Park 
University and MS and PhD in dance education and kinesiology 
from the University of Kentucky. Her research has been published 
in the Journal of Dance Education, Journal of Physical Education, 
Recreation, and Dance, and Research in Dance Education. Her 
choreography has been performed by Coker College, University 
of Kentucky Dance Ensemble, Centre College, Berea College, and 
School for the Creative and Performing Arts. Dr. Sims serves as 
Vice President of the South Carolina Dance Organization.

Ken Skrzesz is the Coordinator of Fine Arts for the Maryland 
State Department of Education where his knowledge of all art 
forms, with a special emphasis of developing the creative and 
collaborative processes, allows him to guide and enhance state and 
national arts education programs. Ken is an active master teacher 
of acting and dance and he has performed, choreographed and 
directed both nationally and internationally. He holds an M.F.A 
in dance from the University of North Carolina-Greensboro and 
a B.F.A. from Towson State University. Ken is a member of 
Actors Equity Association and the Society of Stage Directors and 
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Choreographers. In 2016, Ken received the NDEO Outstanding 
Advocate and Champion of Dance Education award.

Colin Slade is a folk dancer with special interest in war dances, 
specifically of Eastern Europe, Middle East, and Polynesia. He 
is an Air Force officer with multiple overseas deployments that 
recently left active duty to pursue a PhD in Ethnochoreology 
through the University of Limerick, Ireland studying military drill 
and the effects of synchronized performance on an audience. He 
has also been awarded degrees from Brigham Young University 
(BS Mechanical Engineering) and Liberty University (MA 
Ethnomusicology). Colin works as an academic advisor and 
adjunct instructor for Utah Valley University’s School of the Arts.

Kaeleigh Smith is a senior at Bridgewater State University 
majoring in Dance and Elementary Education with the dual 
licensure in Dance and Special Education. She presented her 
research on “How Dance Technique Can Be Used to Bridge the 
Gap for Students with Learning Disabilities in Public Schools” at 
the BSU Mid-semester Research Symposium. She is a Chapter 
President for Gamma Phi Beta, secretary of BSU Dance Company 
as well as a member of the National Dance Education Organization 
Student Chapter at BSU. Kaeleigh plans to pursue a teaching career, 
where she will incorporate dance in her integrated elementary 
school classroom for all students to have the opportunity to express 
their ideas despite any limitations.

LeAnne Smith (MFA, BS) is a Professor at Texas State University 
where she has been a faculty member since 1983. She serves as 
Artistic Director of Opening Door Dance Theatre, founded with 
Karen Earl and Sandy Rodriguez in 1984. A graduate of Case 
Western Reserve University, LeAnne has danced the works of 
Erick Hawkins, Wendy Hambidge, Louis Kavouras, and Shay 
Ishii, among others. Her choreography has been presented 
throughout the United States, San Jose/Costa Rica, Edinburgh/
Scotland, Giessen/Germany, Paris/France, and Athens/Greece. 
A recipient of the Texas State Presidential Award for Scholarly/
Creative Activities, LeAnne recently served on the Academic 
Course Guide Manual Committee for the Texas Higher Education 
Coordinating Board. In collaboration with the Erick Hawkins’ 
Foundation, LeAnne works to maintain the Hawkins’ archives.

Helen Snelgrove (BFA) is currently a graduate student in the dance 
education program at Rutgers University where she is working 
towards receiving her master’s of education and PK-12 dance 
teaching certification. She earned her BFA in dance performance 
from Mason Gross School of the Arts at Rutgers in May 2017.

Ashlea Sovetts, originally from Myrtle Beach, SC, graduated with 
a Bachelors of Arts in Dance with a concentration in health from 
Winthrop University in 2013. After graduation, she worked in arts 
administration at Fringe Arts in Philadelphia, PA and earned her 
200 hour registered yoga teacher certification. Ashlea is an MFA 
candidate at Texas Woman’s University in Denton, Texas, where 
she is working to evolve her teaching practice in dance and yoga, 
enhancing her artistry in choreography and performance, and 
advocating for arts education for all.

Amanda Sowerby received her MFA in Modern Dance from 
the University of Utah and her BFA in Dance from the California 
Institute of the Arts. She has worked with Gary Palmer Dance 
Company and the National Ballet’s of Peru and Chile. Amanda’s 
own choreographic work has been presented at NYC’s Dance 

Theatre Workshop, SF’s Theatre Artaud, Diesel Cathedral, Dance 
Mission and SLC’s Rose Wagner Theater. In addition to her faculty 
position at WSU, Amanda served on the board of the Utah Dance 
Education Organization as the Higher Education Representative 
from 2007-2013. Inside the Department of Performing Arts at 
WSU, Amanda can be found choreographing, teaching technique 
classes, dance and technology, dance pedagogy and dance 
kinesiology.

Allison Spadaro (EdM, BA) recently completed the master’s 
of education degree in dance education with PK-12 teacher 
certification at Rutgers University. While at Rutgers, she helped 
to found the NDEO Rutgers Student Organization that she led 
as co-chair in 2015-2016. Mrs. Spadaro is an experienced dance 
educator who has instructed dance in various elementary and 
secondary schools as well as studios throughout New Jersey. She 
also interned at the notable non-profit studio, Sharron Miller’s 
Academy of Performing arts in Montclair. Mrs. Spadaro performed, 
choreographed as well as managed the Indian-Fusion company, 
Nritya Creations Academy of Dance Performing Company 
(NCPC) for two years. Mrs. Spadaro received her Bachelor of Arts 
degree in Dance from Montclair State University in 2013.

Nancy Stern Bain teaches “Dancing with Parkinson’s” in Austin 
through Power for Parkinson’s, and has trained with Dance for 
PD® (Mark Morris Dance Group). She is also a teaching artist for 
Forklift Danceworks, a facilitator/mentor for classroom teachers 
and dance educators, and taught an arts integration course at 
University of Texas/Austin. She received her MA in Dance 
Education from NYU and has taught dance for 40 years, including 
at LaGuardia High School for Performing Arts, Queensborough 
Community College, public and private Pre-K - 12, and students 
with special needs. She studied at the Royal Ballet School, with 
Hanya Holm and other dance luminaries, and performed with 
several modern dance companies in NYC. She directed her own 
company for 13 years.

Kristen Stevens (MA) coordinates educational outreach and 
marketing at the Harkness Center for Dance Injuries. In addition 
she teaches ballet and conditioning at the American Ballet Theatre 
Jacqueline Kennedy Onassis School and is a Teaching Artist for 
the New York City Ballet. Previously she worked as a professional 
ballet dancer in companies including Norwegian National Ballet, 
BalletMet Columbus, Suzanne Farrell Ballet, Pittsburgh Ballet 
Theatre, and The Metropolitan Opera. Kristen holds an MA in Arts 
Administration from Teachers College, Columbia University and 
a BA in Liberal Arts from The New School and has continued her 
professional development with dance education courses through 
NDEO, the 92Y’s Dance Education Laboratory, and the ABT 
National Training Curriculum.

Virginia Stodola works for the Arizona Department of Education 
in the Educator and School Excellence Unit. She is the Project 
Manager for the state implementation of Student Learning 
Objectives (SLOs). The SLO state model is designed to measure 
student growth and achievement for the purpose of teacher 
evaluation. Working with a grass roots effort of teacher leaders 
within the Arts, Virginia has been instrumental in facilitating 
the design of authentic performance assessments to effectively 
evaluate all non-tested subject teachers.

Marlene Strang is an educator, choreographer, and performer 
based in Arizona. An adjunct Dance professor at Grand Canyon 
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University, Board Member of dance and the Child international, 
and co-founder of the Arizona Young Artists Intensive, she is also 
the founder of Smirk, where she creates non traditional ad hoc 
works in unexpected venues. She was Director of Curriculum and 
Instruction for Colorado Ballet, dance programming associate at 
the Kennedy Center in Washington, D.C and director of Elevation 
Dance, a children’s modern company. She earned a BFA in Dance 
and Secondary Education from Arizona State University and is 
pursuing an MA in Dance Education at the University of Northern 
Colorado.

Sandi Stratton-Gonzalez (MA) is a Dance Specialist at PS 372 
in Brooklyn, a member of the Department of Educations’ Delta 
Team for professional development, and an adjunct professor at 
Hofstra University teaching dance certification candidates. She is 
co-author (with Katherine Gallant and Diane Duggan) of Dance 
Education for Diverse Learners: Special Education Supplement to 
the Dance Blueprint. Ms. Stratton Gonzalez has been published in 
Dance: Current Selected Research Volume 7, and Dance Education 
in Practice where she is a member of the editorial board. She was 
recently honored by the NYS Dance Education Association for 
Outstanding Research in Dance Education. Ms. Stratton-Gonzalez 
was the founding Director of Soundance Repertory Company 
(1985-2000), and her choreography has been presented throughout 
the Northeast.

Linda Swayze earned her bachelors in Communications at Loyola 
University. She began studying dance with various instructors in 
the Chicagoland area before moving to New York to dance with 
The Dance Theatre of Harlem. While dancing with DTH for 15 
years, she travelled extensively domestically and internationally. 
Ms. Swayze participated in the closing ceremony of the 1984 
Summer Olympics in Los Angeles, traveled as part of a cultural 
exchange program to perform in the Soviet Union at the St. 
Petersburg and Kirov Theatres, and performed in the television 
ballet production of DTH’s “Creole Giselle” aired on PBS. After 
leaving DTH, Linda returned to Chicago and is presently working 
with the Joffrey Ballet Community Engagement Department.

Gina T’ai has been creating and crafting performances, dances, 
and spectacles for the better part of 20 years. She earned both 
her BA and MFA from Hollins University. Her work has been 
presented at Performatica, World Dance Alliance-Americas, The 
American Dance Festival (ADF), Center for Performance Research 
(CPR), Richmond Dance Festival, Milwaukee Fringe Festival, and 
beyond. She has presented research at the Self Employment in the 
Arts Conference, Congress on Research in Dance (CORD), and 
in the Winter/Spring 2017 issue of Contact Quarterly (CQ). She 
is one half of Distance Dances (DistanceDances.org) along with 
fellow Hollins alum, Susan Honer. Ms. T’ai is on faculty at Beloit 
College in Beloit, WI.

Rebecca Teicheira received her MFA in dance choreography/
performance from Smith College in Northampton, MA, where she 
was also a teaching fellow and guest artist at Amherst College. 
She holds a BA in dance from Connecticut College. Rebecca has 
worked with David Dorfman, Lisa Race, Heidi Henderson, Adele 
Myers, Nicholas Leichter, Jeremy Nelson, Wally Cardona, and 
Monica Bill Barnes. Along with working with DVP, Rebecca is 
a freelance choreographer and teacher in NYC and collaborates 
with Raja Kelly/The Feath3r Theory, MachineH Dance, and is 
co-creator and co-artistic director of Reject Dance Theatre. She 
is a lead teacher of DVP’s MOVEMENT SPEAKS program and 

has been a company member at Dances For A Variable Population 
since 2014.

Stephanie Thibeault is Associate Professor of Dance at University 
of Arkansas at Little Rock, where she helped establish the state’s 
first B.F.A. degree program in dance. She previously held dance 
faculty positions at University of Maryland, Dickinson College, 
and Wichita State University. Having performed professionally in 
numerous cities, including NYC, Baltimore, DC, and Lisbon, her 
teaching and choreography have taken her from the U.S. East Coast 
to Canada and Europe, and from the American Midwest to Hawaii 
and Taiwan. Thibeault’s research is primarily in choreography and 
dance pedagogy, but her experience in program development has 
her exploring the subject further.

Thompson holds a B.S. from Radford University in Dance 
Education and in Health and Physical Education, along with a MEd 
in School Counseling from Liberty University. Professionally she 
danced with danahbella DanceWorks and the Roanoke Vipers. 
She has taught for the Radford University Ballet Youth Program, 
Roanoke Ballet Theater, and is currently the dance director at 
Southern Middle School in Anne Arundel County, Maryland. She 
previously co-directed the Anne Arundel County Public Schools 
Middle School Dance Ensemble. In 2015 she was nominated 
for the AACPS “Teacher of the Year” and was the recipient of 
the “Simon A. McNeely Award” from the Maryland Association 
of Health, Physical Education, Recreation, and Dance. Ms. 
Thompson believes allows all students to be successful! 

Lisa Thorngren (MFA, BS) is an Adjunct Faculty in Dance at 
Scottsdale Community College and Grand Canyon University, 
teaching technique courses and specializing in Dance Kinesiology. 
Lisa received her BS in Mathematics from the University of 
Puget Sound in 2002 and her MFA in Dance from Arizona State 
University in 2008. Since then, she has received certifications 
in Pilates, Neurokinetic Therapy® and as a Restorative Exercise 
Specialist through Nutritious Movement™, and she helps clients 
and dancers improve their movement and health as a movement 
educator at Kinesphere Center for Movement Education. Lisa is 
taking coursework through Z-Health Performance to study the 
applications of neuroscience and pain science to movement and 
most recently completed R-Phase and I-Phase certifications.

Latanya d. Tigner (MA) performs professionally with Dimensions 
Dance Theater, directs the company’s youth ensemble, and teaches 
dance at Contra Costa College and UC Berkeley. Latanya’s 
background in and continued study of West and Central African 
dance, Afro-Cuban, Haitian, hip hop, house, modern, traditional 
jazz, and ballet have sharpened her ability to identify connections 
between the genres. As a choreographer, her well researched 
works have been performed in Black Choreographers Festival, San 
Francisco Ethnic Dance Festival, and Dimensions’ home seasons.

Jo-Ellen Thompson is a continuing education and first-generation 
college student who will be graduating from Bridgewater State 
University in 2018 with Bachelor’s degrees in both Dance and 
Social Work. She aims to earn her Master’s Degree in Dance 
Therapy from Lesley University. Jo-Ellen has been dancing since 
1983 and teaching for over 20 years. She has experience in ballet, 
tap, jazz, modern, creative dance, improvisation, lyrical, musical 
theater, and hip-hop. Jo-Ellen is the 2016-2017 Vice President 
of NDEO Student Chapter at BSU, and is in NDEO’s National 
Honors Society for Dance Arts. Jo-Ellen’s goals are to combine her 
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two degrees and create and implement a unique technique-based 
therapeutic dance program, and to dance and teach dance forever.

Neri Torres, born in Havana, Cuba, is a choreographer, performer, 
researcher, artistic director and arts administrator. She holds an 
MFA in dance from the University of Colorado and studies at the 
Instituto Superior de Artes in Havana, Cuba. Her training has been 
equally devoted to modern dance, ballet and Afro-Cuban dance. 
She is the founder and artistic director of IFE-ILE Afro-Cuban 
Dance Company based in Miami, which repertoire combines 
traditional and contemporary fusions dance pieces. The company 
has performed extensively worldwide (including tours with 
singer Gloria Estefan), commercials and films. Moreover, Torres 
produces the IFE-ILE Dance Festival every summer which attracts 
national and international participants and scholars. Currently, she 
is the head of the dance department at the EBCCI, UWI, Barbados.

Tiffany Van Cleaf (MFA) has enjoyed working with the 
extraordinary dance faculty at Adlai E. Stevenson High School 
since 2002. She holds a BA in Dance from Columbia College and 
a teaching degree and an MFA from the University of Wisconsin 
in Milwaukee. Tiffany along with the Stevenson dance faculty 
received the Those Who Excel Award of Merit from the Illinois 
State Board of Education 2013/2014. Over the last two years she 
has enjoyed Sponsoring the NHSDA chapter. Before teaching at 
Stevenson HS she danced with the Chicago Moving Company and 
the amazing Nana Shineflug from 1997 to 2001. Prior to moving 
to Chicago Tiffany danced in Austin, Texas with Ballet East Dance 
Theatre from 1991 to 1994.

Luc Vanier (MFA, MAMSAT) is the Director of the School 
of Dance at the University of Utah. He was a Principal Dancer 
and company choreographer with Ohio Ballet. His choreography 
has been produced at the Joyce Theater in New York City and 
toured nationally. Vanier has lectured and presented his research 
extensively nationally and internationally and his co-authored book 
Dance and the Alexander Technique was published by University 
of Illinois Press. He founded the Integral Movement Lab where 
he co-created Framework for Integration, a movement analysis 
system that helps direct all movers make new, healthier movement 
decisions and encourages more coordinated and integrated bodily 
use.

Heather Vaughan-Southard (MFA) is a movement/dance 
educator with extensive experience directing programs in K-12, 
Higher Education, Arts-in-Healthcare, and non-profit settings. With 
the approach of teaching movement as a liberal art and empathy-
based process, she creates dynamic movement experiences 
that reintegrate the whole person physically, cognitively, and 
socially-emotionally. She was named a Chris Clark Fellow by the 
ACGL for her researched-based curriculum, Creative Self-Care, 
which employs pilates and somatic dance to increase functional 
movement and social-emotional intelligence. She is on the Project 
Management Team for the Michigan Arts Education Instruction 
and Assessment project (MAEIA), writes for EducatingDancers 
and Dance Advantage, and is on the board of the Michigan Dance 
Council.

Monique Newton Walker is originally from Chester, PA and 
has studied with many dance masters and institutions including: 
Philadanco!, The School at Jacob’s Pillow, Baba Chuck Davis, 
and Dr. Kariamu Welsh. She has served on the dance faculties at 
North Carolina State University, The School at Jacob’s Pillow, 

Deeply Rooted Dance Theater’s 45 degrees project, and, currently 
at CityDance’s School & Conservatory and DREAM program. 
Her choreography has been presented at the North Carolina 
Dance Festival, the Philadelphia Fringe Festival, CityDance 
Studio Theater, and the Clarice Smith Performing Arts Center. 
Based in the Washington, DC Metro area, Monique is a certified 
Master Teacher of the Umfundalai African dance technique and 
the Director of Administration for the Organization of Umfundalai
Teachers.

Nancy Wanich-Romita (MFA, RSME, MAmSAT) is co-author 
of Functional Awareness: Anatomy in Action for Dancers published 
by Oxford University Press. She is Senior Lecturer at Towson 
University (http://www.towson.edu/dance/fac-wanich-romita.asp), 
Ms. Romita is Director of Alexander Technique Midatlantic 
Teacher Training & co-founder of Functional Awareness® (www.
functionalawareness.org). She is former Artistic Director of 
The Moving Company (1993-2001). She serves on the board 
of ISMETA. Her research in Functional Awareness has been 
presented at the International Association of Dance Medicine and 
Science (IADMS) conferences 2013-16.

vickie washington is the founder and producing director of r.t.w 
~ reading the writers, a readers theatre performance organization. 
Directing credits include Magnolia, Mississippi Goddamn (World 
Premiere), Fences, The Little Tommy Parker Celebrated Colored 
Minstrel Show, Diary of a Black Man, Sizwe Bansi is Dead, and 
many others. vickie is a graduate of TWU and for over 30 years 
has shared her talent, passion, and knowledge with the students 
of the Booker T. Washington High School for the Performing and 
Visual Arts. A member of Actors’ Equity Association, her work is 
driven by her love of the craft and the significant way theatre can 
be utilized to tell the powerful and potent stories of African people 
throughout the Diaspora.

Samantha Waugh grew up in Austin, TX and moved to Southern 
California in 2014 to further her dance education at Chapman 
University. She is currently working towards her BFA in Dance 
Performance, as well as an Interdisciplinary Honors minor and an 
English minor. During her time at Chapman, Samantha has had 
the chance to perform works choreographed by faculty, students, 
and guest artists, choreograph four of her own original works, as 
well as gain valuable dance teaching experience and participate in 
a number of dance outreach organizations. Through her education, 
Samantha has developed a dedication to arts advocacy and dance 
outreach, and plans to pursue and advocate for these causes after 
graduation through her performance and academic careers.

Serene Webber (BFA, CMA) is a dance educator and Department 
of Fine Arts Chair at The Seton Keough High School in Baltimore, 
Maryland. Serene is Maryland State Certified in Dance Education 
K-12 and is also a Certified Movement Analyst (CMA) through 
the Laban/Bartenieff Institute of Movement Studies. Serene is 
dedicated to collaborating with other departments and dance 
sectors to create interdisciplinary projects within the school and 
community. She is deeply involved as a collaborative partner 
with her alma mater Towson University, through supporting 
educational initiatives between the educational and philanthropic 
sectors. In addition, Serene has spent the past 5 years establishing a 
dance program for people with Parkinson’s Disease funded by the 
National Parkinson’s Foundation of the Capital Area.

Anne Harris Wilcox (MFA), is a Senior Lecturer at the 
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University of Rochester. She serves as the State Affiliate Director 
for the National Dance Education Organization, and was a former 
President of the New York State Dance Education Association 
(2012-2015). She was truly honored to receive the NYSDEA 2016 
Outstanding Leadership Award at the national NDEO conference 
in Washington DC. She is a NYS permanently certified K-12 
dance educator and the Artistic Director of the Present Tense 
Dance Company, which she founded in 1991. In 2013, Anne 
created her company, Active Learning Games, LLC, designing 
kinesthetic educational activities and products for grades K-12 - 
university. Anne resides in Rochester, NY where she choreographs 
and collaborates with fellow artists and educators.

Lisa Wilder is the director of Southeast Raleigh Magnet High 
School Dance Department. Ms. Wilder has been teaching in 
North Carolina’s public schools for twenty six years. Ms. Wilder 
received her BS degree in Dance Education from the UNCG. Ms. 
Wilder appeared in the THEATER IN THE PARK’S productions 
and as a singer, she has performed with the musical group “Spice,” 
the NORTH CAROLINA CENTRAL TOURING CHOIR in “ 
The Spiritual Heritage,” arranged by Howard Roberts at Carnegie 
Hall in New York City, at the Kennedy Center in Washington DC, 
and in the popular NCCU homecoming activity “Choir Ball.”Lisa 
is also a member of the NCAE,NDEO and IABD. Ms. Wilder is 
pursuing her MA in Dance Education at UNCG.

Gabriel Williams (MFA) is an educator, researcher, performer, 
choreographer, and filmmaker. He danced principal and soloist 
roles with Oakland Ballet, Sacramento Ballet, New York Theatre 
Ballet, Amy Seiwert’s Imagery, Milwaukee Ballet 2, Madison 
Ballet, Peninsula Ballet Theatre, and as a guest artist with the 
Trey McIntyre Project, Ballet Idaho, and Idaho Dance Theatre. 
He appeared on the TV show Glee, and starred in the feature film 
Shteps. Gabriel trained in Jazz, tap, and hip-hop in Los Angeles 
under leading industry choreographers and teachers, and has 
taught ballet, jazz, tap, and partnering around the country. His two 
short dance films screened at numerous international film festivals. 
He received a BA from St. Mary’s College and MFA from Florida 
State University.

Leslie Williams is a Colorado Springs native who received a BA 
in Theater and Dance Performance from Lindenwood University, 
in St. Charles, MO. As a member of a dance group from LU she 
performed in the American College Dance Festival Gala at the 
Kennedy Center in Washington, DC. Leslie also loves musical 
theater, and frequently collaborates with other members of her 
Liberty High School Performing Arts Department on school 
productions. She has been involved in three shows presented at 
the Colorado State Thespian Conference as a choreographer and 
costume designer. In 2010, Leslie received the Distinguished 
Service within the Profession award from the Alliance for Colorado 
Theatre. She has an MA in Dance Education from University of 
Northern Colorado.

Tamara Williams is an Assistant Professor of Dance at UNCC. 
She earned her BFA in Dance from Florida State University 
and her MFA in Dance from Hollins University in collaboration 
with Frankfurt University, Germany. Her choreography has been 
performed nationally, and internationally in Serbia, Switzerland, 
Trinidad, and Brazil. In 2011, Williams created Tamara LaDonna 
Moving Spirits, Inc., a contemporary arts organization dedicated to 
performing, researching, documenting, cultivating and producing 
arts of the African Diaspora. Her research focuses on spiritual 

dances of the African Diaspora.

Virginia Wilmerding (PhD) danced professionally in New York 
City and is now a Research Professor at the University of New 
Mexico in Albuquerque, where she teaches for both the exercise 
science and dance programs. She also teaches at the Public Academy 
for Performing Arts, a charter school. Ginny is formerly the Chief 
Executive Officer of the International Association for Dance 
Medicine & Science (IADMS). She is past president of IADMS 
and served on the IADMS Board of Directors. She has published 
original research in several journals. With Donna Krasnow she has 
coauthored resource papers for IADMS. Research interests include 
body composition, training methodologies, injury incidence and 
prevention, pedagogical considerations in technique class, and the 
physiological requirements of various dance idioms.

Adrienne Wilson (MFA), Associate Professor in the Department 
of Theatre at Auburn University, teaches dance courses based in 
modern technique, rhythm tap, Bartenieff Fundamentals, and 
movement analysis. She created the dance minor at Auburn and 
directs the student dance ensemble. Her research interests revolve 
around dance pedagogy and best practices in choreography. She 
is a board member for ACDA and the Alabama Dance Council. 
She earned an MFA in choreography and performance from SUNY 
Brockport, and bachelors and masters degrees in piano performance 
from Ithaca College; and is certified in The Bill Evans Method of 
Laban/Bartenieff-Based Modern Dance Technique.She has taught 
on the dance faculties of SUNY Brockport, Hobart and William 
Smith Colleges, Elmira College and Alfred University.

Johannah Wininsky (MFA, BA) has been a choreographer, 
dancer and teacher in the Chicagoland area for 15 years. Upon 
graduating from the University of Illinois at Urbana-Champaign, 
she began work as the Artistic Director of the Pennsylvania 
Dance Theater and as an adjunct faculty member in the Dance 
Department at Pennsylvania State University, Altoona. After 
moving to Chicago is 2002, she founded Thread Meddle Outfit, a 
modern dance company with a strong focus on collaboration with 
local artists. She was an invited guest artist at Duoc University of 
Chile 2008-2010 and featured performer at the Frente de Danza 
Independiente in Quito Ecuador. She has enjoyed teaching in the 
Dance Division at New Trier High School for the past 11 years.

Stacy Wisniewski has taught classical ballet in pre-professional 
studio, recreational, adaptive, community and university settings 
for over 30 years. She is a faculty member of Ballet Etudes School 
of Dance in Gilbert Arizona and developer of their current syllabus 
for the Children’s division. Stacy earned a BFA in choreography 
and performance from Arizona State University in 1993. Her 
interactions and observations of students have inspired her to return 
to ASU where she pursuing a MFA in Dance with an emphasis in 
pedagogical studies and somatic practices.

Shawn Womack is a choreographer, professor and the chair of 
Colorado College’s Theatre and Dance Department. She teaches 
choreography, improvisation, site-specific performance, dance 
and political protest and social practice in the performing arts. 
Prior to an academic career, Shawn founded the Ohio-based 
Shawn Womack Dance Projects, a contemporary performance 
company that performed throughout the United States and in the 
former Soviet Union. Her choreography has been recognized 
with fellowships from the National Endowment for the Arts, the 
Ohio Arts Council and the 1996 Ohio Governor’s award in the 
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performing arts. Recently. her choreography has been produced in 
the Russian cities of Kazan and Saransk as well as throughout the 
United States in California, Minnesota, Iowa, Colorado and Rhode 
Island.

Laurel Moore Zahrobsky earned her BFA in dance from Ohio 
University and went on to perform and teach professionally in 
Chicago for almost 10 years. She is responsible for a thriving 
middle school dance program at Girls Preparatory School in 
Chattanooga, TN. Laurel served as a board member for the TN 
Association of Dance and the granting panel for the TN Arts 
Commission. She choreographs and teaches throughout the region. 
She has earned a reputation as the “go to” teacher to create inter-
disciplinary projects. She was awarded the Dance Educator of the 
Year from the TN Association of Dance in 2013.
Daunne Zinger has been dancing since she was eight, beginning 
with ballet and jazz at Colorado College and then continuing 
her dance studies at the University of Northern Colorado. After 
completing a thirty year construction management career, she 
returned to college and obtained her Dance degree from the 

University of Washington, a lifelong dream. Ms. Zinger is a 
recognized advocate, teacher and lecturer of the Luigi Jazz Dance 
technique and style in the Seattle area. In addition to teaching Jazz 
dance classes, she teaches Tap, Creative Movement and Integrated 
dance classes. Ms. Zinger is also a choreographer for musical 
theater productions at several local community theater groups.

Tricia Zweier (MFA, MS) is an Assistant Professor of Dance 
at Lindenwood University. She earned an MFA in Dance and 
an MS in Kinesiology from The University of North Carolina at 
Greensboro. At Lindenwood, she teaches mostly contemporary 
and jazz techniques, dance history, dance & technology, and dance 
science courses. Tricia has been commissioned to show work in 
Missouri, Illinois, New Jersey, Pennsylvania, Texas, and Florida. 
She was a lead dancer and dance captain with Carnival Cruise 
Lines, and has performed with Atlantic City Ballet and Leverage 
Dance Theater. Tricia is a member of the Congress on Research 
in Dance, The Dance Science and Somatics Educators, and The 
International Association of Dance Medicine and Science.

Be Sure to Visit

our Vendors

Open Sunday and Monday 9 am - 5 pm
(Exhibitor Only Hour: 12:00-1:00pm)

Tuesday 9:00 am - Noon
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National Dance Education Organization

Thank You Donors!!

Thank you for investing in dance education.
Your donation helps to make every service count!

NDEO is a non-profit 501c) (3) organization dedicated to advancing dance education centered in the arts. We 
promote high quality dance education through professional development, service, advocacy, and leadership 
for teaching dance in PreK-12, higher education, private schools of dance, cultural/community centers, and in 
outreach programs of performing arts organizations.

Donations provide seed funds for projects that focus on dance in arts education. Membership income partially 
supports the expenses associated with operating a national association and the remaining necessary income 
must be earned through sales, grants, in-kind services, and charitable contributions.

NDEO has continually reinvested 88 cents of every dollar back into the field in programs and services. Only 12 
cents of a dollar goes to administrative expenses. 

This has allowed the field to grow in leaps and bounds through creating state affiliate networks, the National 
Honor Society for Dance Arts, Special Interest Groups and forums, publications and resources, National 
Standards for Dance in Early Childhood (2005), Standards for Learning and Teaching Dance in the Arts (2005), 
Professional Teaching Standards for Arts (2005, 2011), the Journal of Dance Education, the Dance Education 
Literature & Research descriptive index (DELRdi) and now the Online Professional Development Institute 
(OPDI), an entry-level teacher’s exam for state K-12 certification (DELTA), Arts Education Policy Review, and 
a phenomenal web live with current information for dance educators, artists, administrators, and students. 

NDEO gratefully appreciates the many individuals and organizations that have supported programs and 
services.
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Brooke Adkins
David Alexander
Belle Baggs
Ellen Bast
Kelly Berick
Barry Blumenfeld
Jane Bonbright
Karen Bradley
Lesa Broadhead
Clarence Brooks
Mary Burns
Jennifer Cafarella
Madeline Cantor
Christine Cobb
Patricia Cohen
Judy Conroy
Deborah Damast
Donna Davenport
Terri DeFranco
Nancy Dennis
Emily Donahue
Shannon Dooling-Cain
Cheryl Downey
Toni Duncan
Bethany Earl
Rima Faber
Anita Feldman
Judi Fey
Lynda Fitzgerald

Kiana Foster-Mauro
Jennifer Allie Friedrich
Melanie Friesen
Miriam Giguere
Anne Green Gilbert
Susan Gillis Kruman
Susan Gingrasso
Kushantiani Golden
Sarah Grasso
Anne Griffith
Diane Guida
Susan Hartley
Suzanne Henneman
Sarah Hilsendager
Cory-Jeanne Houck-Cox
Sybil Huskey
Kathleen Isaac
Eisa Jackson
Susan Joines
Hetty King
Karen Campbell Kuebler
Kristin Kusanovich
Kelly Ferris Lester
Daniel Lewis
Marcia Lloyd
Kirsten Lodal
Sharon Mansur
Susan McGreevy-Nichols
Elizabeth McPherson

Ebony McSwain
Beth Megill
Suzanne Miller-Corso
Stephanie Milling
Sandra Minton
Sonya Monts
Nancy Ng
Suzanne Oliver
Wendy Oliver
Sylvia Padron
Mila Parrish
Nicole Perry
Margaret Elaine Plaza
Rachelle Provost
Thomas P Ralabate
Cassandra Roberts Rossi
MarySusan Santone
Rebecca Santone
Jane Sargus
Helene Scheff
ictoria Shadle
Erica Sigal
Rick Southerland
Marty Sprague
Jeanne Traxler
Amanda Tu
Wayne Vaccaro
Amber White
Cynthia Williams

2016–2017 Contributors
Donations Received June 1, 2016 – May 31, 2017

Foundations
Arnhold Foundation

Bonbright Family Foundation

Coleman Family Foundation

Thank you for Investing in dance education.
Your donation helps to make every service count!
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Jotting it down . . . .
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