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Paper Presentation

Stepping into new places: migration of traditional Ghanaian dance forms from
village spaces to pedagogical stages

Beatrice Ayi

In the past, traditional Ghanaian dance forms were exclusively performed in villages,
and within specific contexts that produced and sustained them. Today however,
performances of these dance forms also occur in locations other than villages, and
such performances are on the increase. What accounts for the movement of these
dance forms from village spaces to pedagogical stages, where pedagogical stages
refers to different kinds of teaching/learning environments? Drawing from concepts in
rural-urban migration, | conceptualize traditional Ghanaian dance forms as an
“entity,” capable of moving freely from one geographical location and one
performance context to another. With the concept of traditional Ghanaian dance forms
as an “entity,” this paper explores its movement from village spaces to pedagogical
stages, the different forms of pedagogy associated with this movement, youth
involvement, and the resultant transformation of the dance scene in Ghana. The first
section of this paper discusses the impetus for initial migration of traditional Ghanaian
dance forms, and the subsequent establishment of the Ghana Dance Ensemble. The
second section explores the emergence of numerous pedagogical stages as a result of
the initial migration of traditional Ghanaian dance. The third section discusses the
complexities involved in the pedagogy of traditional Ghanaian dance forms in formal
and informal contexts. In the last section of the paper, youth involvement in both the
perpetuation of the traditional Ghanaian dance heritage, and the transformation of the
dance scene in Ghana are addressed. Here I focus on how °‘tradition,” which is
imagined as fairly stable, lends itself as a transformative tool.
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Paper Presentation

Dances of innocence and experience: consumerism, the middle-class and
impositions upon the body of the child performer

Priyanka Basu

Who is a child performer when s/he is pushed into ‘adult movements’? How does the
child performer’s body accommodate itself within the ever-growing consumer culture
that demands over-night stars as and against the dancing bodies carefully nurtured
over the years? What is the vocabulary for this new generation of child performers
whose ‘agile’ bodies and moves cannot protect them from the vulnerability of
competition elimination and the frustration of aspiring and overtly expectant parents?
This paper, within the conference theme of ‘Dance and Social Justice’ (Youth and
Popular Dance Culture), looks at the role that the child performer plays in a reality
dance show. The choreography accumulates multiple dance genres thus providing for
the child performer a ‘curriculum’ that demands him/her to fit within. The specific
case study of this paper is based on the dance reality show that sprung over-night and
became popular with the middle-class in West Bengal—Dance Bangla Dance (Junior).
Frivolities and an imposed sense of mirth in the course of the reality show contrasts
the nail-biting tension that the performers and their parents endure in apprehension of
elimination. The only way towards survival is not the playfulness of movements that
emerge with spontaneity but the rehearsed compromised ‘adult’” movements that is the
only key to the ‘survival of the fittest’. It is here that the child performer’s body is
upheld as exemplary of the aspiration towards a ‘perfect’ body for consumers and
held against the body of the specially-abled for whom dance can be a way of
expression seen as being ‘normal’. This paper provides a comparison and contrast
between the dance reality TV show genre and the institutional training methods



vis-a-vis the child performer, where the modes of investigation rest on issues of body,
gender and society.
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Paper presentation
Student performance in a dance-based humanities course at “Diversity U”*
Karen E. Bond and Ellen Gerdes

During the early 1990s dance faculty at Temple University (TU) were American
pioneers in the development of dance studio courses for the general university student
population. This included a unique dance pluralism course that fulfilled a race and
diversity studies requirement in the University Core Curriculum. In 2006 TU began
a process of curricular reform, and the dance pluralism course was updated and
reaccredited. This co-presentation by the course developer and an experienced
instructor of the new course, “Embodying Pluralism,” focuses on student performance
in a major assignment that aims to extend participants’ skills of empathy, creativity,
and collaboration, as well as dance and digital literacies, all of which we suggest are

important for success in “century 21.” Students have referred to the course as



“life-changing,” and “Dance of Life 101.” Students work in groups of five or six to
research, design, and perform a 20 to 30-minute presentation on a selected course
theme (e.g. race, gender, disability, ethnicity, class) in relation to dance. A detailed
assessment rubric is provided. Students draw on multiple sources including online
research, course readings and reflections, personal memories of family and childhood,
and movement/dance backgrounds to produce a multi-modal presentation employing
PowerPoint (or other presentation software) and incorporating dance performance,
dance invention, and/or a peer teaching component (audience participation).
Presenters will report on action research being carried out in multiple sections of the
course during 2011-2012. Goals of the study are to: 1) Better understand the process
of collaboration between students and between multiple modes of inquiry/presentation:
how students begin the assignment and maintain momentum; challenges of
collaboration. 2) llluminate students’ perceptions of engagement and commitment to
the assignment. 3) Discover how the assignment affects students' appreciation for
dance as a mode of personal, social and cultural meaning making. 4) Improve the
assignment experience for richer, deeper multi-media research and student success in
meeting learning objectives.
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Paper Presentation
Adopting Holistic Teaching Strategies in Examination Oriented Ballet Classes
Tsing-Yi Chan

The majority of Hong Kong students studying classical ballet in private dance
schools/studios intend to take the Royal Academy of Dance (RAD) examinations. A
primary motivating factor for students taking ballet classes and obtaining RAD
qualifications is to make themselves more competitive for primary, secondary and
university admission. As a result, passing exams becomes the main teaching objective.
As a ballet teacher who values a holistic approach in dance teaching and learning, |
have set out to investigate how holistic education affects my teaching practice and
how | might shift my teaching strategies in this result-dominated environment. |
believe strongly that dance education should and can be more than skills and passing
exams. | believe dance education should aid a child’s development in the cognitive,
affective and psychomotor domains (Cote, 2006). This paper documents my
experiences as | attempt to implement student-directed teaching strategies aiming at
raising the students’ motivation and enhance students’ learning experience. My
methodology combined reflective topical autobiography and action research in an
attempt to share my experience of developing new teaching strategies. It was found
that integration of materials cov | ered in formal school subjects and eclectic approach
in choosing teaching strategies were the most effective ways of achieving holistic
education in my classes.
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Paper Presentation
Not Just Lolitas: The Potential of Identity Education in Child Belly Dancing
Fan-Ting Cheng

Belly dancing has been an integral part of the Taiwanese entertainment industry for
over the past 10 years. More than 15 professional belly-dancing companies have
formed in the past two years and have greatly impacted the ways in which Taiwanese
people confront issues of the body and sexuality. Child Belly Dancing, a subcategory
of belly dancing that combines child dance with the training of the core muscles, has
developed within the trend of belly dancing. In this paper, | examine Taiwanese child
belly dancers’ training practices and performances, focusing on moments of
disorientation in their belly dances. I emphasize the child’s belly dancing capacity to
complement the current education system. | aim to see how child belly dancing,
intertwining with the contemporary adult culture and media technologies, fosters the
new appearance of child education in sexuality and racialization. Employing Susan
Foster’s models of choreographies of gender and of protest, Sara Ahmed’s notion of
queer phenomenology, and Jos¢ Muifioz’s concept of disidentification, I argue that
child belly dancing functions to not only perform identities in the
neo-global-trans-inter-capitalism but also transgress patriarchal and heteronormative
education. Contesting the dominant tendency in transnational scholarship and gender
studies to analyze child belly dancing as an exploited labor or an embodiment of
eroticization and exoticization, my research uncovers child belly dancing’s positive
potential to participate in identity/identification-related issues in Taiwan’s new
generation.
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Panel Presentation

Producing A Cross-Cultural Dance Production for Young People and Promoting
Globalizing Taiwanese Folk Songs for Localized Audiences

Su-ling Chou, Ting-Yu Chen and Erica Helm

In 2007, “Living Matter” a full evening dance concert of CHEN Ting-Yu’s
choreography produced by Tso’s Dance Association presented a suite of five
“globalized” Taiwanese folk songs in both Kaohsiung and Taipei cities in Taiwan.
These songs representing Taiwanese local art took on a new cultural identity reflected
in the Euro-American musical tradition through the new arrangement and
instrumentation by Shenandoah Conservatory musicians (USA).  After the
globalizing process, Taiwanese songs (normally perceived as “lower class” compared
to songs sung in the Mandarin language), gained sophistication and significance.
The dance production brought together a community of creative artists and reached
out to a broader audience base. Building upon the success of the first production,
Tso’s will produce another dance concert in 2012 with Chen as the artistic director, in
order to share her cross-cultural dance making process with young people,
professional artists, and the localized audiences in Taiwan and in her home
community in Virginia, USA.

The convener of this panel CHOU Su-Ling (chief secretary of Tso's Dance
Association) will share the cultural significance of the 2007 production and goals for
the 2012 project, aligning the creative project’s intent with Tso's mission to enrich the
lives of the localized people through fine dance programs. The 2nd panelist, CHEN
Ting-Yu (choreographer & artistic director), will discuss the cross-generational



collaborative process, and the ways in which themes of cross-cultural artistic
expression were explored and illuminated through music and dance. Through the
artistic process of writing the music, and then translating that music into a visual and
kinetic art form, this project has built community among the many artists involved in
each step of the creative process, promoting collective artistic growth and attracting a
more diverse audience base. The 3" panelist, HELM Erica (program educator &
administrative coordinator for American cast members to be joined with the cast of
Taiwanese dancers) will provide insights into the educational value for Shenandoah
dancers involved in this inter-cultural and interdisciplinary project. As the
administrative leader for the Dance Division, Helm will articulate the way in which
this project fits within an intentional and graduated immersion model for globalized
education at Shenandoah University.

The panel will also discuss the importance of artistic conscience, and the deliberate
intention of this project to preserve and promote old Taiwanese folk songs as cultural
treasures. By targeting young people as the next generation of creative artists and arts
consumers, this project challenges them to embrace the richness of their cultural
heritage or risk losing subtle and beautiful nuances to a homogenized & superficial
consumer culture. All three presenters will share perspectives on the role of dance
as a medium for exploring the intrinsic meaning of cultural identity, and it’s use as a
vehicle to bridge both cultural and generational distance.
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Project Dialogue
Tiny movements, big lessons — in Java
Alex Dea

In order to learn Javanese classical music as an outsider, | have researched more than
just music but also dance / movement and theatre / life-drama. | thought that Javanese
dance’s beautiful movements — slow, meditative, and inner-focused — would tell me
the secret behind how music works. So, | made hundreds of videos of the masters and
their dancers. One day, I video recorded a young people’s dance graduation. I did not
expect to learn much from these young children. Unexpectedly, | realized that they —
some were only five or six years old and could not yet even walk self-assuredly —
were striving to learn how to become adults. They gave extra effort with more
attention to key aspects of movement, stance, and attitude. They felt what their
teacher — whom they looked up to — wanted. Watching their clumsy or forced in
movements, | began to understand how adult dancers became so graceful and
masterful. Those children’s movements, awkward or requiring more attention, showed
me what was important. | began to understand the attitude, approach, and manner,

which I wanted to understand in Javanese music’s secret.

In this presentation, I will show videos of those children’s ambitious desire to please
their parents: that they had learned properly, that they could reach perfection sought



by their parents (and teacher), and therefore fit into their whole culture. These video
excerpts are from the studio of the late master Rama Sasminta Mardawa. His studio in
the royal town of Yogjakarta Java is in the house of one of Sultan HB-X’s sons. Many
children now learn hip-hop, but some still love classical dance. While hip-hop is for
modernity and the future, classical cultural assertions, ideals, and significance still
have a place and a future too. And from this, I can learn much.
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Project Dialogue
The Australian Youth Dance Festival — supporting youth dance outside school
Julie Dyson

This Project Dialogue will focus on ‘Dance in formal and informal learning contexts,

especially outside the school institution in regional and remote communities.’

The Australian Youth Dance Festival (AYDF) was initiated by Ausdance National in
1997 with the aim of bringing together communities of young dancers from across
Australia with an emphasis on dance outside education systems. The AYDF provides



new opportunities for young people to access the country’s best youth dance
practitioners in a supportive environment, where process is more important than
performance. Young people learn about the region in which the festival is held, the
stories of local Indigenous people, and ways in which these stories might be
interpreted through dance. Skills development is a key component, with ‘taster’
classes for all skill levels and creative development sessions. The festival has
provided almost 2,000 young people from across Australia and overseas with a week
of forums, workshops, choreographic activities and performances, led by a team of
high profile professional choreographers, teachers and dancers. Participants include
pre-professional dance artists, youth dance company members, school students and
relative beginners in dance, as well as dance teachers, choreographers and Australia's
youth dance leaders. The AYDF provides opportunities for young people to discuss
youth dance policy, meet decision makers and offer recommendations for the sector,
which funding bodies have taken action on. There have been six Australian Youth
Dance Festivals since 1997; the 2012 AYDF will be hosted by Ausdance NSW at

NAISDA Dance College, Australia’s national Indigenous dance training institution.

The presentation will provide opportunities for participants to discuss:

e Key learnings for Ausdance as a national organization, from establishing the
AYDF

e The place of a youth dance festival in the context of national dance development
policy
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Paper Presentation
Creative Movement — an Opportunity for Affective Education
Vesna Gersak

The paper considers the possibility of cross-curricular integration and the integration
of creative movement - dance activities in all areas of teaching and learning in
primary school. It highlights the importance of creative movement in child
development and presents creative teaching methods as part of holistic learning in
primary school. In this paper an overview of some theories, approaches and practices,
which emphasize the use of body in learning process such as creative movement
approach, holistic learning, Reggio Emilia approach, Gardner’s multiple intelligences,
learning with and through arts (dance) is presented. The paper presents also some new
researches on the brain which highlights the use of kineasthetic lessons in the
classroom. A qualitative research made among 148 Slovene primary school teachers
about using creative movement approach in primary school is presented. An analysis
of 168 reports made by Slovenian teachers was made. The methodological approach
was action research. The result showed positive effects in the process of education in
all areas of child development: the social-emotional, cognitive and psychomotor. The
most important was connection between creative movement approach and affective
goals: wellbeing, communication, cooperation, empathy, group problem solving and
reduction of aggressive behavior. Pupils were also more motivated for school work
and they understood subjects better. We believe that better knowledge of creative
movement approach as holistic method in primary school is one of the important
elements of affective education for reaching a higher level of teaching in Slovenian
primary schools.
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Paper Presentation
Enhancing cognition through children’s dance creation
Miriam Giguere

This paper addresses the conference theme of ‘teaching and learning dance’,
specifically the subheading of ‘cognition studies’ and is a report of the findings from
three related phenomenographic studies on the role of cognition during dance creation
conducted by the author, with children and teens engaged in small group
choreographic projects. Each of the three studies looks closely at how group dances
are made and seeks to describe the thinking strategies that the participants used in
choreographing their dances. The close descriptions of the act of choreographing that
result illuminate the cognitive processes involved in dance creation by children.
Certain factors come forward in the research as playing a significant part in
developing the cognitive side of children’s dance making. These have direct
implications for dance pedagogy, particularly for dance educators who want to
promote the cognitive benefits of dance. This paper will focus on those aspects of the
study that show how the learning environment may be structured to enhance cognitive
development. This includes a discussion of the pedagogical assignments, classroom
management techniques, structure of the physical space and student groupings, which



are foregrounded in these studies as nurturing of intellectual development through
dance. Some of these pedagogical recommendations include the use of open-ended
choreographic assignments, ways to structure choreographic working time and
settings, the articulation of student generated aesthetic preferences, and peer critique.
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Paper Presentation
Engaging with touch: transformative learning in dance
Duncan Holt and Fiona Bannon

The paper explores touch as an experiential feature of teaching and learning in dance.
Theoretical literature underscores the paper and is supported by a series of rich
responses generated during semi-structured conversations with students and teachers
involved in current practices of dance in higher education in the UK. The paper
explores the manner in which awareness of touch can inform, secure, and clarify
facets of learning and eventual practice for students. The discussion includes aspects
of form such as the felt understanding of spatial design, weight, time, and the manner
in which interaction takes place between teacher and student; between student and
student, when working with each other in dance. Engagement in and through touch
has become an increasingly sensitive issue in education and broader social contexts of



the UK. Physical interaction between people have become increasingly formalized,
(Furedi & Bristow, 1999) ranging from the manner in which incidental, often
accidental contact might be socially managed to the creation of ethical protocols in
line those associated with therapeutic interventions (Nathan, 2008). The presentation
will encourage a sharing of experiences by those present in order to generate
increased cross-cultural understanding and potential research initiatives. The authors
each bring to the discussion over 25 years experience of dance teaching in informal
and formal education settings. The aim here is to reemphasize the positive benefits of
leaning through touch as a distinct feature of learning in dance. Included among the
means used to achieve this aim are explorations into understanding the diversity of
cultural expectations of touch (Dibiase & Gunnoe, 2004) and acknowledgments of the
habits of practice developed in a range of dance disciplines. Ethical issues that
surround engagement through touch will be examined alongside the call for a
reevaluation of the ethical protocols between informed teacher and learner
interactions through touch.
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Panel Presentation



When young people meet dance: Reflections on dance education for young
people in Taiwan with reference to the Life Pulse course for teenagers at the
Cloud Gate Dance School

Ming-Fei Hsieh (chair), Shu-Chi Piao, Hsin-Yi Lee and Pei-Chun Liu

As they move through adolescence, teenagers experience changes in their bodies and
minds. They develop an increasing sense of self, and become curious about, and
sensitive to, their bodies. At this time, dance can be a vehicle to help young people
understand their bodies and identify themselves. Dance provides a channel through
which they can confidently express their emotions, as well as encouraging creativity
and cultivating appreciation of the arts. In this paper, researchers, who have been
working with young people in the Life Pulse course at the Cloud Gate Dance School
(http://www.cgds.com.tw) once a week for many years, start by considering young

people’s participation in dance in Taiwan. In lives that are full of the stresses of
school and modern society, we ask: ‘Besides hip-hop and vocational training
programs in high school, what other opportunities are there for them to participate in
and learn about dance?

We then look at the educational philosophy and curriculum framework of the school’s
Life Pulse program for teenagers, and explore young people’s motivations and
learning processes in research based on observation, interviews and questionnaires.
We hope the study will help establish new points of view and a new focus for dance
education for young people in Taiwan.
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Project Dialogue
Blogging Choreography: Using the Internet to collaborate transnationally
Cynthia Ling Lee

In today's globalized world, how does the use of Web 2.0 technologies redefine the
possibilities of choreography? Using the working process of the Post Natyam
Collective as a case study, we look at how Internet tools open up possibilities for
cross-border collaboration and artistic coalition. This case study offers a powerful
model for how young people can utilize Internet and media technologies to create
artistic communities, engage in social activism, and express hybrid personal and
cultural identities through dance. It is especially relevant given the prevalence of
social networking and DIY media production among young people.

The Post Natyam Collective is a transnational community of dance artists committed
to critically and creatively engaging with South Asian dance. Geographically
dispersed across the globe, the collective is composed of Sandra Chatterjee
(Munich/New Delhi), Shyamala Moorty (Los Angeles), Cynthia Ling Lee (Los
Angeles), and Anjali Tata (Kansas City). Over the last three years, we have
developed a long-distance creative process, centralized on our blog
(www.postnatyam.blogspot.com), that uses Internet technology to create dance
material that traverses time-zones, disciplines, cultural contexts, geographic locales,
and movement forms. In addition to serving as the collective’s online workspace,
the blog is accessible to the public, enabling dialogue about dance making in the
public sphere. Post Natyam’s online creative process was most recently used to
generate material for SUNOH! Tell Me, Sister, an evening of contemporary Indian
dance and multimedia storytelling that brings to life women’s stories of being silenced
and finding voice. Combining global collaboration with local community activism,
the show draws on (1), the histories of India's dancer-courtesans, (2), community
work with domestic violence survivors in Los Angeles, and (3), the performers' own
struggles with tradition.
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Project Dialogue
“Seeing” is Believing: Hong Kong Dance Alliance
Joanna Lee

Hong Kong Dance Alliance produced a tour of 50 school and outreach performances
in 2011, targeting children between 10-14 years old. We saw this as an opportunity to
conduct audience development to a group at an age when they begin to see the
possibility of differentiating art from entertainment. Titled “Seeing” is Believing, the
theme of the performance is to challenge our increasing passivity when perceiving
images broadcasted on the Internet.

The theme is deliberately designed to be more serious and provoke doubts about the
assumption that teenagers will not be able to understand serious subject matters. My
presentation will use PowerPoint and video to focus on introducing the 20-minute


http://www.postnatyam.blogspot.com/

interaction with the audiences, guiding them to view dance beyond movements; and
to show how students reacted to the dance work which is relatively more serious and
artistic than that they have been exposed to. The “change” we would like to inspire in
this group of 10 to 14 year-olds is for them to view dance as a mode of
communication, which is not usually taught in the dance classes they are exposed to.
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Paper Presentation

Dance in the Canadian diaspora: embodying identity in a Toronto Philippine
community

Catherine Limbertie

As the world rapidly changes, dance offers a vibrant means for the child to become
immersed in traditional culture that serves as both habitus and springboard to further
development. Through the study of young members of the Philippine community in
Toronto, this paper will demonstrate that dance facilitates cultural virtuosity among
young people which enables them to negotiate multiple spheres of identity to both
embrace and transcend diversities. Using semiotic, sociological and political theory, it
will be shown that the role of dance in a cultural community is a powerful form of
social capital that creates and maintains strong community networks that nurture the
child in navigating the slippery slopes of societal change. In the specific context of the

city of Toronto, one of the world’s most diverse cities, dance plays an essential role in



defining and embodying identity. Through participant observation as well as specific
questions aimed at discovering why children feel compelled to join the Fiesta Filipina
Dance Troupe of Canada, it will be shown that young people view their position in a
dance ensemble that privileges a minority culture in an English-speaking North
American environment as positive and nurturing. This study shows how dance
empowers young people to celebrate their ethnicity while negotiating various spheres
of identity. Through dance, these young people are bringing about change by breaking
down barriers of “otherness”. Cited as the “world’s most diverse city”, Toronto is
enriched by hundreds of such groups.
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Project Dialogue

Old tradition -- new possibilities: the project of an artist-teacher’s digital archive
and its promotional application

I-Ying Lin, Tzu-Ting Wang and Yu-Ling Wu

Different kinds of performing arts have to be well preserved through the media of
technology. Performing artists are competing with time to pass down their artistic
skills. Thus, it is important and necessary to grab opportunities to use technology to
record and preserve all material for further application. This dialogue will focus on



this two-year project, An artist-teacher paradigm: Po-chun Lee’s life performance.
Three presenters are going to share the artist-teacher, Po-chun Lee and its teaching
materials and methods of Shang style, the platform of digital archives, E-learning, and
strategies of further promotion and application.

This is an opportunity to let people better know about the traditional artist-teacher
who has been taught Chinese Opera Movements for decades in Taiwan, and through
this dialogue, analyze and discuss how to preserve the artist-teacher’s precious life
memory, learning experiences and traditional skills via digital technology, thus
creating more possibilities for the development and promotion of traditional
performing arts. In addition to an overview of the entire research project, the main
contents of three presenters are as follows:

I-Ying Lin

Focus on the development context of Chinese Opera Movements as dancers’ basic
training in Taiwan, and introduce Master Lee’s teaching materials and special
methods.

Tzu-Ting Wang

Focus on related promotion activities and present the strategy of application,
including workshop, the activity design and establishment of teacher community.
Yu-Ling Wu

Focus on the digital archives and digital learning derived from the experiences,
knowledge, the skills of the traditional artist-teacher and further analyze the
application of digital technology as the development of teaching resource of
performing arts.
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Project Dialogue

Technology and the human body in performance: the experimental
interdisciplinary collaboration of Second Skin

Ya-tin Lin (Moderator), Yi Huang (choreographer), Yu-teh Yang (costume designer),
Ton-That An (composer) (The Creative Team of Second Skin)

This panel looks into a collaborative project between costume designer,
choreographer, installation artist, composer and dancers titled Second Skin—An
Experimental Project (2010). With innovations deriving from the fabric industry and
technology, Taiwanese choreographer Huang Yi was inspired by the innovative
costumes designed by Yang YuTeh, and teamed up with digital artist Wang
Chungkun and composer Tén-That An to expand the possibility of live performances
in the twenty-first century.

Second Skin consists of four short pieces based on different costumes, which changed
the possibilities of dance. A female soloist steps on stage, dressed in a unique costume
with small red Chinese drums, which are struck by the composer, thus creating the
rhythm and thus guiding the dancer’s movement via computer. Next comes an
ensemble piece with a backdrop and costume made from a special fabric that changes
color once heat-activated. Other works include airbag-like expandable costumes, and
sheets which cling onto the dancers’ bodies once the air is sucked out, as if their

“second skin”.



Since its first presentation in 2010, Second Skin has also developed a second version
at the end of 2011, expanding on some pieces from the previous work, as well as
creating new ones. Yet, similar technical challenges raised questions as to whether
innovative costumes were freeing the dancers’ moving bodies, or restricting them.
How to breakthrough in such cases of interdisciplinary collaborations?

Through the presentations by the panelists, which include the creative team of Second
Skin (Yang, Huang, and Tén-That), and a dance scholar/critic (Lin), we hope to share
our talks regarding the creative process and audience reception of this ongoing
experiment. Through film clips, photo slides, PowerPoint and discussion, this
dialogue should be of interest for those who are also experimenting with new
interdisciplinary dance projects, or looking into its future possibilities by artists of a
new generation.
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Paper Presentation

On the fetish-character and visual seduction dance in Taiwanese Mandopop
music videos and youth culture

Chu-Ying Liu

Over 85% of 1.4 billion Chinese consume the production of Mandarin popular music
(Mandopop) created and produced in Taiwan. In contemporary East Asian societies,
the majority of reputable international Mandarin popular music performers, lyricists,
composers and producers have Taiwanese backgrounds and the prevailing Taiwanese
labels of Mandopop suggest the dominance of Taiwanese pop culture in mainland
China and the rest of the Chinese-speaking communities. This study acknowledges
the importance of dance in the distribution and impact of Mandopop. Dance in
Taiwan's Mandopop music videos has been integrated with the complex process of
social change. The main concern addressed in my research is the underlying elements
contributing to dance in the Mandopop music videos. In order to achieve this end, the
research aims to analyse the effects of producing and promoting music videos and
stars. The significance of the symbol of dance refers to the visual effects which were
imposed on a star’s figure, charisma, character, and melody. In the long run, the
music products were marketed to encourage a certain taste in music and dance in
Mandopop’s audiences, especially the youth. The first part of this research analyses
specific objects—texts of Mandopop music videos—as they are historically and
socially composed. The research uses the qualitative, case-oriented method of
objective hermeneutics (Oevermann) to explore Mandopop in a succession of
processes. The second part of the research explores the social conditions and
historical contexts of the music videos. The third part combines the relevant theories
serving as a dialectic in order to generalize the ideas and form a new theory.

EE £
FYEBERER NS R—aBRT S PNEREE DELE
Chu-Ying Liu &Y%



FEFATE ISR T - SRR A R TR (R » SRm B S IGAIEE AR ZOR N 230
—HERTHE S R RFIRER R Re AT A T3 SRR R Y B 3R
wold) ~ ALERE (A~ BLRER AR -

AW FEAE SRR T > R B R T SE TP ISR RS - R SRR P
eI SRR R (WA LR AGE R R R R Y AT A T 4
28 (music video) HEFTEZE T (EZEAVEEH LI E NI R B2 i’HL
—(E BT —(E LI TH MV HEETTAT) RS E(EEE 5 DRI
ferp > B/ VMR AR b TSR SAERET - AT (E 2Ry A AR St bt A
FE(EZE - 2SR 28R T U b B — e R -

Paper Presentation
The use of scaffolding in the teaching of creative dance by kindergarten teachers
Shu-Ying Liu

In 2006, the Taiwanese Ministry of Education launched a kindergarten supervision
project with the aims of advancing curriculum and instruction quality, and reinforcing
teachers’ professional development. As a supervisor I visited 12 kindergartens
between 2007 and 2011, spending 60 hours per year at each, spread across ten visits.
My particular roles were to facilitate the arts curriculum, and promote teachers’
knowledge of, and skills in teaching, creative dance. This paper explores how
kindergarten teachers use the concept of scaffolding as described in Vygotsky’s social
construction theory in their creative dance teaching strategies, referencing data
collected through classroom observation, photographs, supervision reports, interviews
with teachers, young children’s dance and drawing, and my own reflective diaries.
Findings show that teachers’ use of language, appropriately structured activities and
lessons, teaching materials, reference to peers, demonstration and review all help
scaffold the young children’s learning. By always being interactive with the children,
and encouraging interaction between them, teachers facilitate the children’s discovery
of creativity through their bodies.
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Project Dialogue

Setting the stage for dance education (USA): dance performances for young
people

Ella Magruder

A crucial and elemental part of dance education is to find the best way to inspire
young people to want to move and to explore dance as an expressive art. Back in
1998, the renowned American dance education pioneer Elizabeth Hayes addressed a
large group of dance education professionals and said, “Never underestimate the
power of a lecture demonstration.” This statement still resonates with a fundamental
truth about dance as an art form, even in this age of digital sophistication. To
experience the power of dance, children need to see live dance performance. They
need to share the same space with dancers, in living motion, with colorful costumes,
intriguing music, and imaginative sets. Children need REAL, three-dimensional
people jumping and leaping right in front of their own eyes. Children need embodied
dancers far more than they need the virtual images of dancers that are televised,
computer digitalized, and shrunk into flattened rectangles, or even those that are
recreated on screens in digital 3D. Children learn best about dance when they hear the
slap of footsteps and are close to the kinetic, fractal explosions of energy that happen
with every kick, swirl, and turn.

Live performance educates children best about dance when three important elements
are present. First, performances must entertain while they educate. Second, activities
must be included that bring young people into the performance through direct or
indirect audience participation. Third, performances should use a broad approach to
diverse topics across the curriculum, address social issues, and/or relate to cultural
knowledge and perspectives. This presentation provides examples and discussion of
each of these three elements based on the personal educational performance
experience of the author and on her research and interviews with other successful



dance company directors from around the globe who perform for and with young
people.
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Panel Presentation
Transforming lives: One Ontario Pulse Youth Conference at a time
Mary Elizabeth Manley (chair), Carmelina Martin, and Marc Richard

The Pulse Ontario Youth Dance Conference in Canada is transforming lives one
conference at a time. This three day conference is dedicated to giving Ontario dance
students (novice and experienced) an affordable opportunity and access to a
province-wide dance conference, where they can participate, experience, and develop
their literacy, understanding, and appreciation of dance. By immersing them in global
dance forms, we embrace the philosophical underpinnings of the Ontario Arts
Curriculum document (2010) which states, “Teachers can give students a variety of
opportunities to learn about diversity and diverse perspectives” including “various
ethnocultural, religious, and racial communities and the beliefs and practices of First



Nation, Métis, and Inuit people” (The Arts, 2010). Our goal is for students and
teachers to learn, side by side, the value, scope, and diversity of dance in Ontario
through artist led workshops, live performances, keynote addresses, and symposia.
After witnessing the impact of our inaugural 2006 conference on students, teachers,
and artists alike, one thing became clear; we needed to find the means for
‘documenting’ the many narratives that emerge during and after the conference
participation. Our theoretical standpoint evolves from arts-based research practices
like film documentaries and narrative analysis in which “the researcher extracts an
emerging theme from the fullness of lived experiences presented in the data
themselves” (Kim, 2006). In the following 2008 conference, we commissioned
professional filmmakers to create a brief documentary, capturing the narrative of how
dance was transforming and defining the lives of students. The results were quite
astounding and the documentary served to draw out further stories as it was screened
for various audiences. This has led to further examination of video documentation in
the dance education community as a form of advocacy as well as anecdotal and or
qualitative evidence of learning. We have since made two professional five-minute
documentaries that together tell a compelling story about the impact of this dance
conference on students’ ways of understanding their world: as they face the challenge
of diversity and working outside their comfort zones; trusting their personal
movement impulses; and working through creative processes with artists during the
composition workshops. For many students, being asked to create their own authentic
material was a novel and empowering experience that was transformational. As
Cancienne (2009) suggests, “dance is a corporeal way of knowing, a different way of
seeing, questioning and challenging”. In Canada our government organizations are
beginning to redevelop an awareness of the need for the arts in education (and youth
culture in general) and the Pulse conference, as a meeting place of artists, teachers,
and youth, which provides a crucible for dance advocacy. “Arts have been shown to
empower youth, especially youth-at-risk, to succeed in school and develop skills and
relationships that contribute to success in later life” (Arts and Culture, 2003).

This panel presentation will introduce the Pulse Ontario Youth Dance Conference
through several five-minute documentaries. Panel members will address the themes
and narratives that are animated through the documentation process, which reveal the
personal transformations of the participants. Our greatest research interest has been to
discover the impact of these conferences on the lives of young people both during and
after the conference event.
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Possibilities of inductive reasoning in the dance making process/dance education
Sandra Minton

In the 21% Century there is an abundance of information at our finger tips through the
internet and other delivery methods. It is imperative that students learn to digest this
plethora of information and make sense of it. The thinking strategies of inductive
reasoning are ideal for this purpose. They include inquiry, analysis, intuition,
questioning, researching, investigative reading, critical observation, discerning
listening, problem solving, creating projects and writing based on student decisions.
This presentation discusses a qualitative research project where the presenter analyzed
what a group of International Baccalaureate high school students thought they learned
from their dance making. The presenter will define and compare deductive reasoning
or reasoning from the general to specific to inductive reasoning or reasoning from the
specific to general and build the case for using inductive reasoning as a teaching
methodology. The presentation will include examples of how the students’ comments
can be connected to inductive reasoning and how these comments span the entire
dance making process. This process includes: critically observing the inspiration,
using inquiry to research the inspiration, intuitively responding to the inspiration,
problem solving by creating movements, making movement choices based on analysis,
using nuanced description to teach movements to others, and later evaluating the
finished dance through discussion, questioning and written description. Quotes from
these students’ experiences will be used to show how dance making can be connected
to inductive reasoning.

A SRR
FE4mSE B SR BT TR 2 T REM:

Sandra Minton

£ = At 4t Em m A PR A S A AR 5 =0 N IRPIIE R R E 20V ER -
B4 A E AR GE R E S E R B E A B IR SR A B

RIS LS 2 2 IR B AR - EFEREREE - i - 5B - si -~ ifge - 3HE -
FeloE ~ HLRIPERRIZS - GRS - FIREAEL - BlSHTENENEANAERES -
ErE e e —(EE MRS BRE T —BF{EEIFE Baccalaureate 59
HYEE AR MAFTIE SERT BITE PRV ER Y - S5E K E SR AN CLERBA Y E G AV - 502
e — AR E ERAVEIE R > SUSIERE R —RnVHERE - SR R L AR 4N
PEHERE R Ry —TEZCERN )7 A o SR i L BB A o] FH e 25 i 4 B B P HE
ERAEIF- > DU ol 53 i Lo am A (R 2 B (E SRS A ERY/EAR - EEEEES it
FIMEER L S RSO BRSPS R > HEM e S (HEE - AlfFE)



TEAARETRE » FRR AT AR SRS R 4RTE - (o AN AR SR 3@ Raa A -
LU Z 1% e o ~ s S SRR RS [HERF - (e AR g [l g
JEE PR SR A ] USSR ER e M HEE R RE

Panel Presentation

Young people’s embodied voices: Experiences and learning in dance education
practices across the world

Charlotte Svendler Nielsen (chair), Eeva Anttila, Nicholas Rowe and Tone Pernille
@ stern

This panel presents selected findings from ongoing dance research projects conducted
in different educational, social and cultural contexts. The purpose of the panel is first
of all to draw attention to the voices of children living in such different place as
Northern Europe and the Asia Pacific region and to cast light on what seems
significant in their accounts expressing their experiences and possibilities for learning.
Moreover, the purpose is to discuss the meaning of these accounts related to their
specific contexts and underlying educational philosophies while investigating the
kinds of experiences and learning that dance can generate. The panelists will present
and discuss what the young people whose voices are ‘heard’ in these studies have in
common and what similarities and differences there seem to be in their experiences of
dance in educational contexts.

Under the title: “The entire school dances: dance, democracy and embodiment in a
school context” Eeva Anttila will present selected findings from an ongoing dance
education project that takes place in Vantaa, Finland. The project introduces dance to
the entire school community in an attempt to facilitate accessibility of dance for all
students despite age, gender, or socio-economic background. Dance is, thus,
integrated in the general curriculum for each student. The five-year-long project aims
at enhanced understanding of the significance of embodiment in all learning.

Focusing on “The silent language of dance: Unfolding children’s multi-modal
experiences of dance as artistic practice,” Charlotte Svendler Nielsen will explore
and reflect upon possibilities for embodied learning and inclusion among pupils from
a primary school in Denmark, participating in a collaboration with a professional
dance company. With an ethnographic and phenomenologically inspired approach,

children’s expressions about their experiences as dancers and as spectators of



professional dance works are captured through “multi-modal interviews” and
“videographic participation”.

“Kids Dance Stories: Personal narratives from the South Pacific, Southern
Mediterranean and South China Sea” will be the turning point for Nicholas Rowe’s
presentation on how dance plays multiple roles in childhood, fostering and
maintaining cultural values and relationships. His presentation reflects on the creative
practices, learning approaches and diverse dance experiences of children around the
world, drawn from the research project Our Dance Stories. The project has gathered
personal narratives of dance in varied cultural and social contexts, from opera houses
to refugee camps, with a particular focus on the voices of indigenous people. These
stories provoke discussion and enquiry about how dominant approaches to dance in
schools, conservatories and community settings may be experienced by children.

Finally Tone Pernille @ stern will explore the concept of “Difference as generative
force in multi-vocal and collaborative dance practice with young people.” The
presentation uses examples from the collaborative projects “Workshop for friendship”
between Trondheim and Ramallah in 2012, and "Space me" conducted in two
secondary schools in Trondheim in 2011-12. Her presentation takes the stand that in
developing a dance pedagogy that allows for the voices of young people in a
multicultural world to be heard, difference needs to be understood as a central and
generative force in the dance class. This is important not only for the individual young
people in order to make sense of their dance experiences, but also for the field of
dance, opening up its aesthetic forms to a dynamic, ever-changing art form in
dialogue with contemporary time — always on the move.
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Paper Presentation
Student reflections: the impact of interdisciplinary learning through dance
Lynnette Young Overby

When students are allowed to embody curricular content and express their
understanding through dance, they are able to communicate with the full range of
their capabilities. Kolb’s 1984 theory of Experiential Learning provides a theoretical
framework that can be adapted for use in arts integration projects. The Kolb model
includes, abstract conceptualization, concrete experiences, active experimentation and
reflective observation. This presentation will focus on the assessment of the reflective
observation stage of several arts integrated projects. The ArtsBridge Scholars from the



University of Delaware created, taught and assessed projects that integrated dance
into the curriculum from 2009 — 2011. The following provides an example of the
application of Kolb’s model. In the learning fractions through dance project, Stage 1—
abstract conceptualization — required the students to listening to explanations about
adding and subtracting fractions. Stage 2 — concrete experience — guided the students
step-by-step through a problem on paper. Stage 3 — active experimentation —
prompted the students to practice with movement problems, and Stage 4 — reflective
observation — provided students with the ability to record their thoughts about
fractions and movement in the form of written, visual, and performance reflections.
Assessment tools included journaling, drawing, experiential learning papers,
interviews and observations. An arts integration rubric provided quantitative and
qualitative data for analysis. We have determined that when dance is integrated into
the content, students gain cognitive, affective and artistic skills and knowledge.
Moreover, the students involved in the dance-integrated projects actively participate
in reflective thinking — assessing what they learned, and what they need to learn
during the dance integration experience.
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Paper Presentation
What’s Worth Assessing in Dance?
Susan Stinson

Assessment is one of the most difficult issues facing dance education, and is often
dismissed as inappropriate for the art form and contradictory to student-centered
approaches to learning. This presentation explores the field’s resistance to formal
assessment. At the 2009 daCi conference in Jamaica, this author presented a paper as
part of an international panel, in which she critically reflected on emerging
requirements for outcomes-based assessment in dance education in K-12 schools in
the USA. She questioned the source of her own values that are in conflict with “a
world that seems to care more about standardization, rationality, efficiency, and
effectiveness.” She concluded at that time that assessment of student outcomes is not
as just a way to think about effective teaching but, even more important, can be a
starting place for inquiry about what matters most in dance education.

This presentation is a sequel to the 2009 one, following up after two years of using
new standards for K-12 students in dance and new requirements for licensure of
public school dance educators, all emphasizing achievement of pre-determined and
measureable outcomes. The author recognizes that the objectives that are easiest to
assess in this manner are also ones that are the most trivial, but also considers to what
extent the field’s resistance to formal assessment might be preventing discovery of
more promising possibilities. Her presentation will explore what learning goals in
dance might be important enough to justify the labor intensive investment of formal
assessment, suggest guidelines and limitations for developing those assessments, and
consider the costs if the field does not take on the challenge of assessing what really
matters in dance education.
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Paper Presentation

Embodying transformation: dance in Brazilian students’ lives
Alba Vieira

This presentation illuminates elements of how diverse dance experiences are
transforming lives of over 3000 students (ages 4-16) from low socio-economic
backgrounds. While the focus of this study is on the meanings and experiential
knowledge of Brazilian students, insights derived might be useful to dance students
elsewhere. Participants attended 50-minute dance classes twice a week for at least six
months. The classes offered participants’ possibilities to create, recreate and
appreciate a universe of different artistic forms and expressions. The research uses
multi-modal approaches that include written and oral answers from children and
adolescents to questionnaires, their videotaped classes and performances, systematic
on-site observations, and their drawings about the impact of dance experiences
through captions spoken to researchers. These were the source for analysis of
children’s meanings of and growth in dance as an agent of transformation. Themes
were identified by using a hermeneutic approach. The empowering aspect of this
research is asking students to take seriously what they learned from experience. |
present three of the themes that have appeared: dance as a form of nourishment via
interactions in the classroom community; the promotion of students’ trust in their
bodily and creative capacities; the engagement in growing self-awareness and
self-knowledge. Last, I reflect on implications of these study’s findings for dance
education.
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Paper Presentation

Intergenerational dance: changing perceptions of student teachers through
teaching older adults

Mary Jane Warner

In Canada, dance activities are often delivered to a young population, ranging from
pre-schoolers to professional dancers, but there are limited opportunities for older
adults to participate in dance classes and for new instructors to experience the
differences in working with an older population. Limited information is available
about teaching older adults and young teachers often begin teaching with little
knowledge or understanding of this clientele. This paper investigates the benefits to
young student teachers who are teaching within a two-year pilot program, funded by
the Ontario Ministry of Health (Canada), to provide dance instruction in ten
community centres for older adults including active seniors, frail seniors, stroke
survivors, and those experiencing memory loss. The research uses qualitative methods
(questionnaires for both older adults and student teachers, interviews with student
teachers, seniors and community centre staff, and observation of individual classes) to
determine the benefits to the student teachers and to investigate if their perception of
seniors changes during the instruction period. Initial observations and dialogue
indicate that the student teachers are developing increased sensitivity to individuals
through their teaching practice, greater versatility in designing classes for a wide
range of levels, increased flexibility in modifying a class in progress, and the ability to



adapt core movement concepts to offer instruction to a diverse population even within
one class. This presentation will concentrate on how the project has changed the
perception of student teachers towards older adults, and will make recommendations
for teaching an older population that may benefit other young teachers as dance
moves into community centres to meet the needs of all ages from children and teens
to older adults.
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Paper Presentation

Look! You see what is not really there: the imagination of children watching a
dance performance

Liesbeth Wildschut

Performing for a young audience, the Dutch choreographer Jack Timmermans tries to
stimulate children to make their own story, a boundless tale of the imagination. In



spring 2011, | carried out a small empirical study. The question was if Alice,
performed by Timmermans’ company De Stilte, indeed stimulated the imagination of
the children and if there were differences between children who participated in several
workshops some weeks before attending the performance and children who did not.
One of the aims of the workshops was to stimulate an open minded attitude.
Immediately after watching the dance performance, 70 children from three schools,
all around 10 years old, were asked about their thoughts evoked by the performance.
Did they see other things then what was visible on stage? In order to find an answer |
labeled their thoughts as descriptions or interpreting thoughts and categorized the
content of their interpretations as (a) thoughts closely related to what was visible on
stage, (b) thoughts with emotional references and (c) thoughts related to their own
world. In my paper | will discuss the differences between the two groups and relate
the findings to the question of how we can prepare children and how we can we
intensify their experience after the performance.
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