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I’d like to acknowledge the traditional owners of the land on which we stand and to you for 
having me here today.  
 
I’m going to start with a story (first recounted by arts in education advocate, Sir Ken Robinson). 
There was once a little girl. She was 8 years old and disruptive in class. She couldn’t keep still, 
neglected her homework and was generally disengaged. Her teachers suggested that she may 
have a learning disorder and advised her mother to take her to a specialist. Her mother did and 
they discussed all her problems for some time, while the little girl sat on her hands, trying to 
remain still and to appear as normal as possible. After a while the specialist let the little girl 
know that he and her mother had to talk in private. He turned on the radio and left the room. He 
and the mother watched the little girl stand immediately and move to the music. He turned to the 
lady and said “madam, your daughter isn’t sick, she’ a dancer.” This girl was, on the specialist’s 
advice, enrolled into a performing arts school, and later became a dancer with the Royal Ballet, 
reaching soloist status, performing many wonderful roles and later turned her talents to 
choreography. Her name was Gillian Lynne, choreographer of Phantom of the Opera, Cats, A 
Simple Man and many Broadway and West End shows.  
 
In his research for his book Epiphany, Sir Ken asked Gillian what affect the “diagnosis” had on 
her education. She said: “I can’t tell you how wonderful it was. I walked into this room and it was 
full of people like me. People who couldn’t sit still. People who had to move to think.” 
 
I have 6 sisters and 2 brothers. Yes, I know… a good Irish Catholic family…My siblings are all 
very smart. One is a doctor, 2 are scientists, 3 are teachers, one is a painter, another is a 
musician, one is a writer. All have degrees. Between us, in our family, there are 2 PhDs, 3 
Masters, 3 education degrees, and more besides. I was the dancer.         I finished school at 
year 11, trained for another 4 years and performed professionally after that. During the 
professional stage, I really felt my unfinished education. Given the weight of my family’s 
achievements, I felt uneducated. I tried to teach myself, but so much of it I couldn’t absorb. I 
read history, the classics. I tried to read Shakespeare.  None of it stuck. 
 
It wasn’t until I was in my 3rd year as an education student that I realised that learning didn’t 
have to be via one method. This was before Gardner’s Theory of Multiple Intelligences had 
made its massive impact. I realized then I needed a combination of inputs – auditory, visual and 
kinaesthetic to learn. I was studying Elizabethan and Jacobean Theatre and found that my 
reading and comprehension was too slow for the course. But when I combined the text, with a 
video, reciting the text and moving while reading, I began to take it all in. And I mean physically, 
embodying the meaning. It’s an intellectual process, but it’s not just in the head. It’s also in the 
body. My body helped me experience the meaning behind the text. This is difficult to articulate 
in words but perhaps I can use a metaphor. You can read the theory of how to drive a car. You 
can learn and recite a car manual. (Well, I can’t, but perhaps some of you can!) but you don’t 
understand what driving a car means until you sit in the driver’s seat and experience the whole 
world of driving from controlling the car to being aware of the conditions and calculating possible 
future events.  
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Dance is like that. It’s interactive, holistic and it’s specific. When people dance they’re aware of 
past experience. They’re also actively engaged in the present: considering the quality, size, 
speed, direction, orientation and  intent of their movement while simultaneously negotiating their 
moving bodies with other dancers in the space.  

But their bodies aren’t just moving; they’re working intelligently. Ther”re using many parts of the 
brain 

The frontal lobe (which is involved in problem solving, judgement, impulse control), the parietal 
lobe (movement, orientation and speech), the cerebellum – (which helps us learn, control and 
coordinate movement, posture and balance) and the hippocampus (the body’s RAM – which 
contributes to long term memory, interpreting incoming nerve signals and spatial relationships) 
When dancing occurs, the brain sends signals to muscles to contract and release at precise 
measures - at specific points in time. An arm above the head by this point in the music, while at 
the same time, holding a partner to one side, galloping forward on the right leg for 8 counts in a 
star formation to another location in space by a certain point in the music.  
 
At the same time the dancer is considering the execution of the next series of movements and 
remembering imagery, examples and critical feedback that has improved past performances.  
This process of metacognition shows that students are aware of, have control over (or 
beginning to have control over) the thinking processes involved in their embodied learning.  
 
I could of course be describing the processes used by a great footy player or a synchronised 
swimmer, but what really marks the difference is the artistic and creative imperative and the 
ways in which dance engages with  the other art forms: (music, drama, visual arts, media and 
design). 
 
So we see really intelligent people dancing. I don’t know any stupid dancers. Those who may 
not be “book smart” (good linguistic communicators) often show intelligence in other ways. They 
demonstrate understanding via their bodies in space and show skill, critical and transformative 
thinking through the way they manipulate choreographic elements or the way they choose to 
interpret actions, characters and contexts. Really savy people.  
 
Recently I taught in a primary school in the northwest of Melbourne. This was in an area where 
most kids only got access to computers at school. None had mobile phones and very few had 
access to digital cameras. For the majority dance was only experienced at school. They loved 
Mondays. Over 10 weeks we played with digital cameras and made little dance films. The 
students learnt physical control and coordination and made inroads to developing individual 
movement vocabulary.  
 
Through the noisy, seemingly disorganised chaos, these students worked intelligently, creatively 
and collaboratively. They considered and articulated ideas about identity and community. They 
invented and arranged original movement. And they directed the editing and final look of their 3 
minute doco-dance film. So many intelligences being engaged, tapping into the literacies of 
dance, English and media.  
 
Literacy 
 
"the ability to communicate by reading, speaking, listening and viewing"  
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We all know that Australian education is demonstrating an increased interest in literacy. This is 
shown in the general capabilities in the Australian Curriculum and you’ll see it demonstrated in 
the pages of the My School website.  
 
Now, while generalist teachers have been trained sufficiently in the literacies used in English, 
their pre-service training in the arts generally lacks depth and breadth.  Arts training is usually in 
Music and Visual Arts. Ken Robinson, again, has a perspective that few here would argue 
against:  
 
“In most school systems there is a hierarchy in the curriculum in which some subjects are 
evidently considered to be more important than others. At the top are languages and math and 
at the bottom are the arts… Within the arts, there’s another hierarchy. Art and music are 
generally thought to be more important than drama and dance. Dance is usually at the bottom of 
the heap.”    
 
Although we should not indulge in begrudged attitudes and while there are progressively more 
schools that embrace dance and work to realise its potential, the reality is that the majority of 
schools do not. Teachers teach what they know. Principals approve, and in some instances, 
decide upon professional learning. If there are attitudes that place dance as the least significant 
of the Arts disciplines, how is a generalist teacher going to get training and PD so that they can 
teach dance confidently in a way that is pedagogically sound, aesthetically challenging and 
relates to other aspects of the curriculum? How can the kinaesthetic and spatial tools of Dance 
be used promote learning in other areas, so that students learn through Dance as well as learn 
about Dance as an artistic form?  
 

Before answering these questions lets take a step back. Dance will be a subject within the 
Australian Curriculum. This is a good move. This is thanks to the focused efforts of a small 
number of arts advocates who have plied their knowledge of policy, research about the benefits 
of an arts education their absolute conviction that a curriculum without the Arts is one that is 
limited and short sighted, and unable to prepare students for the creative demands workplaces 
will place on them in the 21st century.   

So Dance is included. The implications for the dance sector are huge, exciting and challenging. 

Let’s take a moment to imagine what sort of creative environment we would like to encourage. 
Let’s think back to our own dance training: the role models, classes, studios, spaces and 
opportunities and the flip side, practices that we have sworn as teachers not to repeat: teaching 
by terror, the weekly weigh in, practices of exclusion, overtraining and pressure to work through 
injury. 

It’s important to consider WHY people dance. I see 5 main reasons. There may well be more. 

 
Why People Dance 1 PLEASURE:   

Fun, enjoyment, satisfaction, joy, feeling alive as attention, body and mind work as one. Without 
the fun, why would you bother in the first place?  Without pleasure the rewards are too long term 
and abstract for the beginner. 

It’s easy to forget this one essential element as dance teachers. Our dance lives started with the 
pleasure, but then we become serious. On the journey towards professionalism, we sometimes 
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assume the fun and find rewards in the challenges. People experiencing dance as a social, 
recreational or educational activity need the pleasure and the satisfaction up front.  

 
Why People Dance 2 TO CONNECT WITH OTHERS:  

Social interaction – clubbing, jamming, dance classes, dance to celebrate, cultural events, 
community dance projects.   

In the social media and digital age, our interaction is designed and edited. We select how, when 
and where others will see us, hear us. When primary communication is via blogs, nings, wikis, 
Face book, You Tube, Twitter and emails, community connection is placed at risk. We socialize, 
but for man, the interaction is modified. Instead of being immediate, it is channelled.  

Our physical connection is reduced, limiting the growth of social, physical and emotional 
intelligence.  This is of concern when talking about students and education. Without others, 
sharing experiences in the same space, students have little chance to appreciate the subtleties 
of human interaction: the energy exchange between individuals, nuances of body language - 
what is said, left unsaid within a particular context. 

One can dance alone in a room and it can be cathartic and liberating, but in a room with others, 
all striving to achieve similar physical goals it becomes more than this. There is a sharing of 
space, of time and a tangible exchange of energy. Dancing with others energizes. Sharing 
ideas, values or perspectives fosters a sense of community and companionship. 

 
Why People Dance 3  HEALTH & WELLBEING  

Yes, some people use dance to get fit and lose weight!  

As someone who values dance for its liberating and expressive potential, I find this a little 
mundane but the reality is there; this is one reason people start to dance, and we cannot deny 
the importance of encouraging people to do more physical activity when we find that Australians 
are becoming more obese every year. In fact many community OR school dance projects begin 
with health and well-being objectives. There is significant financial support for activities that 
improve the physical, mental and social health of our nation. 

 
Why People Dance 4  AFFIRMATION:   

This is about dance as an expression of self.  

When people dance, they take ownership of the dance: its movement and intent. They 
orchestrate the combination of elements, patterns, rhythms, dynamics. They layer it with their 
own experiences and imaginings. No-one is just a dancer. I believe that everyone is a creative 
dancer, or to put it another way – everyone has artistic potential. All have something to say and 
say it, whether others notice or not. 

I guess this is why injudicious criticism can hurt, especially with less experienced dancers – 
because for them there is no distinction between what they do and who they are. Dance and 
identity are closely bound together. 

We’ll demonstrate this with one of the videos from Yours Truly, a community dance project I did 
in 2009 as Artist in Residency for the City of Darebin, the outcome of which was an installation 
of 5 short dance films, shown inside 5 x 30cm square boxes with peep holes cut for viewing. 



5 
 

The participants were people with disabilities. The films had a focus on personal expression, 
private lives and cultural voyeuristic tendencies. This is Andrew and Shea. 

 
Why People Dance 5 EXPRESSION and MEANING: (of self or of a wider community).  

This is an extension of 4.  

Dancing expresses the inarticulate. By that I mean that the experience does not easily translate 
into other languages, such as English or the Sciences. Bodies are tangible and visible. The 
communication is layered, immediate and embodied. Its not rocket science. Dance simply 
needs others to learn its language. One wouldn’t expect a student to understand French without 
teaching them the language and the context in which it is spoken.  So too do students need to 
learn to read the human body in action. And by this I mean, at a more sophisticated level than a 
Yr 9 Health class on “body language”. 

And every culture dances. The dances that are passed on have meaning, even though the 
meaning may not be verbally articulated, it becomes incorporated into the composition of the 
dance and embodied in the performers. I think here of a community project about the Victorian 
Wilson Prom fires in 2005 The communities around the Wilson Promontory were severely 
affected. They came together through this project and via dance they showed their deep sorrow 
and their resilience. 

Their dance showed the way the fires affected them at a social, environmental, physical and 
emotional level. Dance represented these elements far more effectively than any 20,000 word 
thesis.  

Slide 13 The fires 

Slide 14 Regeneration  

Slide 15  The greenlining of the land. 

It was as if the dance supported the regeneration of the individuals and the community at a very 
deep level.  

All the elements above are essential in the passing on of dance knowledge and skills.  

PLEASURE  

EXPRESSION  

AFFIRMATION 

CONNECTING WITH OTHERS and  

HEALTH & WELLBEING 

We know only a very small percentage of dance students actually end up working at a 
professional level, so it is important to nurture a healthy, vibrant and life-long love of dance in 
our students and the opportunity for ongoing inclusion. 

Choreographer Wayne McGregor said “when young people have this opportunity to just 
experience the thrill of dancing, it really keeps them for life. Even if they don’t become dancers, 
having that element in your life is invigorating, really powerful.” i 
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Having dance in the Australian Curriculum will, I think, provide the circumstances for really 
powerful learning. Dance teachers with appropriate pedagogies will be in demand.  

What do I mean by appropriate pedagogies? Well, we’re not just talking about a straight transfer 
from teaching in a studio setting to teaching dance in a school classroom here, are we? 

If you read the books, dance pedagogy is the art and science of teaching dance. It takes 
account of educational theories, philosophies and national standards.  
It also includes:  

• methods and strategies, goals and so forth;  
• a solid and practical knowledge of dance;  
• safe dance practices  
• compliance to regulations and  
• awareness of cultural and ethical issues. 

 
The small number of education department registered dance teachers in each state and territory 
may well turn out to be inadequate to meet future demands by schools.  

Universities will have to increase training in dance but there will also be a demand for dance 
related PD for primary and secondary generalists.  And for dancers as teaching artists.  

Let’s consider the latter first. 

Teaching artists  

Many professional dancers currently work in schools context, for instance in national programs 
such as the Active After Schools Communities, The Song Room and state based programs (in 
Victoria we have the Artist in Schools Program with Arts Victoria, the Artists in Schools 
placements with The Victorian Arts Centre and the Royal Children’s Hospital’s Festival of 
Healthy Living) as well as Council based programs, projects and classes.  

Many of these programs have their own, brief, training programs. They’re usually a day or two a 
year, focusing on a bit of school curriculum and creative ideas. They train the artists to become 
creative facilitators in schools, supported by teachers. But none are dance specific. 

Herein lies a problem. I have seen first hand young artists go into schools with very little training 
in terms of understanding the school context or classroom management strategies. Even more 
dire is the lack of safe dance practice in their teaching. Injuries arise from this and I have seen 
frustrations mount and enthusiasm wane as the teaching artists struggle with their students. 

This is not “the thrill of dancing “ that McGregor refers to – sometimes its quite the opposite.  

We all have the odd poor class, but this is different. 

By creating a situation where poorly trained (or not at all trained) teaching artists are placed in 
schools or community settings without understanding the standards expected of them is, I think, 
debilitating for them and very detrimental to our profession. 

Training programs need to be more specialised. There are many good courses around Australia 
that provide this service: universities and in the vocational sector. Generally they are of 1-2 
years duration. But many dance artists don’t wish to enrol in teaching degrees or long courses. 
Many want just want the essentials. And this is where Ausdance has stepped in – to fill an area 
of need with skill set that teaches basic anatomy, incorporation of safe practices, lesson 
planning and relevant legal and ethical issues. The preparation for this short course began more 
than a decade ago. 
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Between 1990 -1998 some seriously important work was done. Tony Geeves, supported by 
Ausdance, published the Safe Dance Report which became a benchmark for safe dance 
practice around the world. Shortly after this, Ausdance in consultation with over 30 dance 
teachers, organizations and associations developed The Australian Guidelines for Dance 
Teachers, incorporating important work on establishing a Code of Ethics. This was soon 
followed by Australian Standards for Dance Teaching. These standards articulate the minimum 
standards expected of teachers in the profession with regards to teaching methodology, safe 
dance and professional practice  

A similar document has just been written in the UK. 

A colleague of mine recently told me that the reason she’s drawn to teach dance is so that she 
can “do no harm”. She has seen students damaged from poor understanding of technique, 
inappropriate warm ups and stretching regimes as well as emotional scarring via screaming and 
put downs. I’m sure we can all think of one or two examples of this but most of us would say 
these practices are not in the main – today anyway. But we must guard against them and put 
forward examples of best practice. 

With dance potentially being taught in all schools, teaching artists need to know the standards 
expected of them. They also have to understand the school environment and a bit about 
curriculum. 

In other words, they’ll have to learn that the way you teach dance in a studio setting is very 
different to the way you teach dance in schools. Learning objectives will not always be on the 
development and improvement of technique and assessment won’t always be via an exam or 
performance.  

Teaching artists will have to teach inclusively, to all children in mainstream schooling: from high 
achievers to those with learning difficulties, from those with physical impairments to those with 
attention and behavioural issues; across many cultures and religious beliefs.  

Not all their students will be eager beavers. Some will be, many of them with years of dance 
tuition under their belts. These students will be very sure. They will already have an opinion 
about the styles of dance they consider valid and interesting. And they will have an opinion 
about what you should “do” in a “dance class”.  

In many ways these will be the most challenging students. It would be easy to dismiss them 
because they may be more disciplined and compliant. But the teaching artist will have to learn 
to engage these students, to tap into their enthusiasm and expertise and to extend them 
through the school curriculum. In a dance studio it’s difficult enough to challenge the high 
achievers, in a classroom it’s even more so with the range of dance skills and experience 
ranging from nothing to many years. (Last year I was teaching in a Catholic school P-6. There 
were a number of female students who had been dancing for quite some time. At the beginning 
of term one very enthusiastic student came up to me after class and kindly offered to give me 
some choreographic “tips” when it came to developing their class dance. I accepted and she 
and her dancing friends ended up as dance captains and co-choreographers to a funky Fiest 
number.) 

Others students won’t be so enthusiastic. (In the same school, a bunch of grade 2 boys told me 
from the outset “No, we’re not doing it. We’re allergic to dance” – we found a cure, but that’s 
another story). 

So there’s a lot for the teaching artist to do and to learn…. 
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One practical response from Ausdance has been to develop the Australian Standards for Dance 
Teaching into a training program for teaching artists and those who want to teach dance in 
community, social and recreational settings.. 

This is a VET (Vocational Education Training) program and is combined as a skill set, 
accredited and recognised throughout Australia. 

We have called it The Ausdance skill set for Teaching Dance.  

The skill set goes for about 70 hours. It’s been developed to provide dance practitioners with the 
skills and teaching strategies necessary to successfully teach dance in community, recreational 
and social settings. Several dance teachers from P-Yr 12 have done it as PD. For them it has 
been good because their training in the “early days” didn’t include anatomy, physiology, safe 
dance or training students through appropriate progressions and they’ve used the time to 
reconsider the programs they currently run. 

We’ve also had African, hip hop, highland, Ukranian, contemporary and creative dance teachers 
do the program. Because the training doesn’t focus on any one style, or study any particular 
syllabus, these participants develop teaching skills in their own style, while learning about 
issues and training in other styles. It’s refreshing and challenging.  

So the skill set trains people to teach dance in a range of settings. This includes school but it’s 
not an education degree. If someone wants to teach unsupervised in Victorian schools, for 
instance, they’d need a Dip Ed or B.Ed.  But at least these people will understand how to 
develop and apply appropriate teaching methods in a school context.  

The program focuses on the development of safe, ethical and professional practice and the 
skills needed to design an effective and safe dance class. Its four units of competency are at a 
Certificate III level. (To give you a sense of where this lays, Yr 12 in vocational training land is 
usually at Certificate II level – prevocational.) 

The areas of learning are:  

Effective teaching methods (25 hours), including:  

• Understanding educational frameworks  

• Working environments – schools, studios, community settings 

• Lesson planning 

• Single lessons and units of work  

• Using strategies for different learning styles 

• Choosing appropriate themes for differences in age, culture, aspiration 

• Stages of motor learning 

• Using technology in the dance class 

• Artistic and physical aspects of conducting a dance class  

• Developing assessment, monitoring progress, reporting and feedback 

• Psychological and physical development with a particular focus on 
 children from 5 – 17 
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Safe dance practice (25 hours) looking at: 

• Basic anatomy  

• Safe dance spaces/environments – floor/temperature/sound/lighting 

• Common dance injuries, advice and treatment 

• Safe activities during warm up and cool down 

• Safe stretching 

• Safe progression through class 

• Safe repetition of movements (fast, high impact, weight bearing) 

• Diet 

• Psychological factors – criticism, body image  

Professional practice (40 hours), a combination of 2 units of competency includes: 

• Ethical practice 

• Statutory and legal requirements 

• OH&S, Workcover, superannuation, copyright,  

• Working with Children check 

• Good business practice 

• Managing confidential information 

• Creating transparency in business and practice 

• Managing conflict 

• Developing accurate and informative promotional material 

• Determining individual professional development needs 

• Duty of care and privacy issues, mandatory reporting, teacher student         
   relationships, inclusive practices 

Participants must have a current First Aid Certificate Level 2 and have relevant dance specific 
knowledge as a prerequisite. 

Training for generalist teachers requires another approach. 

Comfort levels and confidence in dance for generalist teachers will vary. Some will have dance 
experience, others won’t. It’s probably safe to say that in their pre-service training there was not 
a lot of dance.  
 
And yet, not all schools will have the opportunity or resources to bring in dance teaching artists 
on a regular basis. So effective PD will have to focus on teacher capacity building. For instance, 
developing basic dance and composition skills will provide the ABC, relating these to existing 
student centred learning strategies will provide the context.  
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Annual dance conferences are great. They provide networking opportunities and new ideas. But 
other professional learning programs might include web based PDs, printed resources and 
collaborative learning programs. 
 
One example of collaborative PD could be the inclusion of teaching artists in the school 
environment. They could act as a support to classroom teachers in developing dance pedagogy 
and creative ideas. They could make suggestions for choreographic strategies and give 
production advice. They could support the classroom teacher as he or she designs a dance 
program and delivers it in the classroom.  

 
This kind of collaborative and sustained PD encourages generalist teachers to take the 
risks as they explore teaching and learning through kinaesthetic and spatial modes of 
intelligences.  

Across the board, but particularly in Foundation and early years there will be a need to learn 
how to integrate dance into other areas of the curriculum. Dance and literacy for instance can 
be fantastic together. Younger students can recite text from “Wombat Stew” (English), become 
the characters (drama), sing a song and perform a dance. They will be considering native 
Australian animals, what they eat and learning about the concept of accumulation, verse and 
chorus and repetition. Dance may be illustrative of the story or take an element and explore that 
through movement (such as a special dance around their own wombat stew.) 
 
Of course the possibilities are endless: Dance and science, dance and history, dance and 
maths.  
 
Learning cultural dances is a great way to learn about geography, history, beliefs and values. 
Only last week I observed a sensational workshop taken by 2 Indigenous men to Yr 9 students 
(about 16 male, 4 female.) The workshop started with a discussion about the crow. They talked 
about local significance, the difference between male and female qualities, the difference in 
crow stories across other indigenous groups. They read the crow song words, sang the crow 
song, tapped out the rhythm with rhythm sticks, and then learned the dance. The result was a 
totally engaging experience, particularly for the boys who it seemed really enjoyed it. 
 
What I thought was beautiful was the clarity of the workshop and its many layers. It had access 
points for different learning styles and interests. If the singing was difficult for one person, 
perhaps they could appreciate the poetry, others might take to the story telling aspect, some the 
rhythm and sticks, others the simple, strong dance movements. I’m sure those students will 
remember the content of the workshop for a very long time. 
  
PD for dance teachers already teaching in schools requires something else again. 

These people are the specialists. It would be easy to put them to one side like we might the 
needs of the high achieving student. But we would do so at our peril.  

These people have the capacity to be leaders and trainers in the sector, sharing experiences 
and resources, guiding other teachers and articulating methodologies. They could lead the way 
in identifying relevant pedagogical and dance based research (such as the studies reported on 
by IADMS) and trialing some of these in the context of dance teaching in schools.  
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Many of these dance specialists teach across the curriculum and many teach post compulsory 
dance units. They need ongoing professional learning which has the capacity to challenge them 
at progressively higher levels. 
 
As conditions change (the Australian curriculum, changes in vocational training with the 
introduction of the Live Performing Arts Training Package) they will need PD at the right level, 
suitable to their experiences and aspirations. Currently in Victoria we have two providers 
supporting teachers at this level: The Melbourne Dance Network for VCE Dance teachers 
(meeting and sharing resources about 6 times a year) and Ausdance Victoria’s RTO for VET in 
the VCE Certificate II in Dance (which provides ongoing RTO support, PD and resources).  

I’m unsure what support is provided in other states, but with national changes will come a 
national call for detailed, high level and specific PD that provides instruction, example and 
resources that help teachers implement changes to the design and delivery of Year 11 and 12 
subjects nationally, including those VET Dance subjects currently delivered through schools.  

Now we just need the time and money to do it! 

So…. dance in the education system has a very real role to play. It provides opportunities to 
students who learn best when moving and in groups. It has the potential to be incredibly 
empowering. 

I finish with a story. In 2008 I worked as a teaching artist for the Festival of Healthy Living. Our 
directive was to bring mental health awareness and benefits to the Year 8 (14–15 year old) 
participants via the arts. At the end of the 20 week residency, I received the “thank you” card. In 
small text, in the corner was a heartfelt comment by one of the quietest boys. It said “Thank you 
for coming to our school and for sticking with us on the dance. It’s changed my life”. I was so 
surprised! This boy had done all that was required of him but no more and I hadn’t noticed any 
significant change in him. It wasn’t until I reflected on his quiet personality, his superhero avatar 
“Normal Guy” and his superhero power (to blend into a crowd) that the penny dropped. He was 
a teenage boy who wanted acceptance and to feel normal. He had found those things through 
dance. 

                                                 
 
 
 
 
 
 
 
 
 
i (Sydney Morning Herald, Aug 15-15, 2009, p 4-5 Arts and Entertainment.) 


