Dr. Elizabeth Gibbons: The Spectrum of Teaching Styles for Dance


I have embedded most questions for discussion and activities in the text, in the “Questions for Reflection and Discussion” at the end of each section or chapter and the “To Do” boxes.  Below are a few more suggested activities and assignments.  

I am always interested in hearing about application of the Spectrum, so please feel free to email me (lgibbons@po-box.esu.edu) with feedback, ideas, suggestions, questions, and other information.  

Chapters 1 (and introductory material) 
The purpose of the introductory material (Spectrum chart, essence and purpose of each Style, teaching issues and questions which the Spectrum addresses) is to create an anticipatory set for students: a “Why I need to know this” or “Where are we going with this?” mindset.  

1. Have students read over the essence and purpose for each Style, then identify and discuss what shifts from one Style to the next.  This forms the skeleton or framework which will gradually become fleshed out as the text progresses.  

2. You might have students discuss their previous experience teaching or assisting in classes.  This will help give you a “baseline” for their level of understanding.  Some individuals may have experience leading classes outside the dance studio (for example, leading Sunday School, sports camp counselor, etc.), so include these in the discussion as well.  

3. Discussions, if carefully moderated, of previous positive and negative class experiences may be useful.  Care should be taken so that such a discussion remains on-task and fruitful and doesn’t become negative, overly personal, or a “gripe session.”  

The first chapter serves as an introduction to the concept of dance pedagogy; for most students it will mean a shift of mental gears from being a student to thinking like a teacher.  Yes, they’ve been hearing these dance terms for years, but they haven’t yet switched into teacher mode.  
Chapter 2

Chapter 2 has two functions: it goes further into the concept of dance pedagogy what factors make dance a unique discipline to teach, and introduces the Spectrum and what it offers to dance pedagogy.  Whether you are a professor in a teacher-preparation program using this with your students, a dance student facing the study of teaching for the first time, or an accomplished teacher, it is useful to periodically revisit pedagogical concepts and think anew about the act of teaching. Your approach to teaching will likely have a unique viewpoint, so find ways that the information presented in the text will dovetail with what you have already experienced.  
You may wish to go into more detail with Gardner’s multiple intelligences (linguistic, logical-mathematical, spatial, musical, bodily-kinesthetic, interpersonal, and intrapersonal) or introduce other pedagogical theories to see how they parallel, support or diverge from the Spectrum.  You may also want to refer to other books that detail the what of various dance styles (dance technique in ballet, modern, jazz, etc.; ballroom dance, multicultural dance, creative dance for children, etc).  
Some additional activities for this chapter include: 

1. You may have students write a short essay on the topic, “What is dance?” Copeland & Cohen’s What is Dance is a thorough book on this subject; you might want to look through it and offer selected readings for students, or use other readings or resources to help your students research other supporting material. Throughout this course, throughout their studies in dance, and throughout their teaching careers, their definitions of the nature of dance will change and evolve, but it is important to have a starting point: we must have an idea of what we’re dealing with when we teach.
2. You could also have students write a short essay on their philosophy of teaching dance; you will probably want to give some parameters or guiding questions of your own, such as, “Who has been your favorite teacher and why?  What have been some of the greatest influences on you?  What do you want to impart to your students?”

Chapter 3
You may wish to detail certain dance vocabularies according to your area of specialization or the emphasis of your program.  And, depending on the required coursework in your program, and which courses students have already taken and have yet to take, you may wish to discuss the vocabularies of dance kinesiology, motor learning, Laban Movement Analysis, and other areas.  Some other ideas: 

1. Discuss some ways that study of different dance genres (ballet, modern, jazz, tap, ballroom, international folk dance, etc.) could have positive or negative transfer.

2. Have students openly discuss “choosing safe material” with statements that they’ve heard about in classes.  Be prepared to handle with tact and diplomacy conflicts such as, “I’ve heard that we’re never to…..” or “Teacher A tells us not to…..but we do this in Teacher B’s class”.    This may also need a discussion of artistic values, respect, and personal choices.  
3. Discuss the different parts of class (warm-up, axial, locomotor) in various genres, how these parts of class function on physiological, cognitive, affective, social or other domains, and different activities and strategies for implementing activities in each part of class. 

4. Create and present a dance phrase, or have students create and present dance phrases, that illustrate the different elevations (jump, hop, leap, sissonne, assemblé).  One way that I like to use these in classes, from elementary to advanced, is to present the concept of “take-off and landing” (jumps take off from two feet and land on two feet, hops take off from one foot and land on the same foot, etc.), then give them an episode in Convergent Discovery: encourage them to explore many different ways to jump, with turns, various arm movements, moving in different directions, etc. 

5. Create and present a dance phrase, or have students create dance phrases, that explore the Planes of Space (sagittal or wheel, transverse or table, frontal or door) so that students become familiar with these concepts.  

6. Have students download and adapt the Dance Basics for a specific class, either one you choose or a class of their choice.  This could be an individual or group project.  

7. Another direction for further study might be exploring Laban’s Choreutics, Space Harmony, and/or Motif Writing or Units of Action.  
Chapter 4
1.  Discuss examples of units from courses in your curriculum.  Sometimes students see an endless stream of information coming from instructor (I call this the “drinking from the fire hydrant” syndrome), and understanding that it can be grouped into units helps them to organize it in their own minds.  
2.  Have students work with partners or small groups and discuss their in-class expectations from a student’s perspective: to what are they accustomed, what are their preferences, etc.  Identify and write down similarities and differences.  Then, bring all groups or pairs together; share and discuss similarities and differences.  Some students will be surprised by the diversity of past experiences preferences.   
3.  Have students discuss shifting roles and behaviors within their own lives.  Just as young children have difficulty understanding that one person has different roles (Mommy or Daddy can also be a teacher, student, manager, “cookie leader,”), students can also come to realize that they (and you) will shift among various roles.  

4.  Have students discuss the decisions within each decision set.  The better and more thoroughly they understand these decisions at this point, the more easily they will be able to understand how they will be able to make and implement these, and how they will shift responsibility for these to students, through the Styles of the Spectrum.  

5.  Discuss how different forms of feedback function on various domains, and when certain forms are more appropriate or less appropriate.  I have been told that some school districts do not “allow” non-specific value feedback (“Hey, that was great!” in the classroom (except grades 1-3); when teachers are being evaluated, if a principal hears this form, the teacher is given demerits.    
6.  In class, have students practice delivering feedback.  Some options: 

a. Using a feedback statement in one form, create statements in the other three forms. 

b. Divide the group into four groups; have one group be the “Value”, another the “Corrective”, another the “Neutral”, and the fourth the “Ambiguous” group.  Have them practice delivering (or writing) this form of feedback for a given period of time (say 5-10 minutes), then rotate groups.  
7.  Outside of class, have students do feedback observations using the Feedback Observation forms.  Discuss these in class.  This will help students learn to identify the many types and forms of feedback; most are more complex and less clear-cut than text examples.  You might request permission from a faculty member to observe or videorecord class.  
8.  Have students practice using various modes of communication (visual, auditory, kinesthetic).  Many students are uncomfortable at first delivering kinesthetic or touch feedback, and permissible use of touch may vary according to specific school districts.  
9.  For a quick in-class exercise in Observation, tell students: “Right now, change where you are sitting; what do you notice that you hadn’t noticed before? Even if this view or location is familiar to you, find something that you haven’t really noticed before.”

10.  Take the class to a new location: outside, to the library, to the student center, to a new classroom, to do an observation in a studio class.  “Right now, use general and specific observation: let your eyes roam the room until you find a specific target.  What caught your eye?  What did you begin to notice, and how did that ‘organize’ your seeing?”

11.  For an out-of-class assignment, tell students, “Change your location in several different situations: where you stand or sit in classes, where you sit to eat a meal, where you relax.  Write a few sentences on how you feel, what you see.  

12.  Have students apply specific observational strategies, write and share in the next class their observations. 
13.  Have students do “teacher location” maps: Either download the Teacher Location Map or have students download and “click & drag” to adjust according to the location or studio in which they’re observing. There are several different ways to do a location map; here are a few suggestions: 
a. For 10-20 minutes, record teacher’s everywhere the teacher goes in class.

b. Make a dot at the teacher’s starting location. Every 5 minutes, make a dot at the teacher’s location in class and make a line from the previous dot to the present dot.  

c. Every 60 seconds, make a dot at the teacher’s location.  

d. Every 2 minutes, note teacher’s location with a number (1 for the first one, 2 for the second, etc.)

Analyze and discuss the maps and how the teacher uses space: overall, at different times during class, etc.  
14.  Have students practice the different types (kinesthetic, visual, verbal) and different forms (value, corrective, neutral, ambiguous) of feedback with each other. 
Chapter 5: 
In this chapter, students start to recognize the various Styles (with implementation discussed more in Chapters 6 & 7).  
1. Choose from or adapt (according to the needs of your program) the questions from the front of the text for discussion: 

For the beginning teacher,

1.  Did I meet my objectives?  How can I judge how well I did?

2.  How can I continue to grow and improve as a teacher?

For the advanced teacher,

1.  How can I encourage initiative and make students more responsible and self-motivated? 

2.  How can I teach the same basic information in my elementary classes, year after year, without going nuts?

For the college or university teacher,

1. How do I help my colleagues in other disciplines and my administration understand dance as an academic discipline?

2. Grading often seems so subjective; what can I use as the basis for assigning grades, how do I document evidence to support assigning a particular grade to a student?

3. How can I engage students cognitively and encourage critical thinking?

For teachers with adult community classes or ballroom dance, 

1.  How do I create a learning environment that is conducive to social interaction, self-confidence, and learning?

2.  How do I help my adult learners learn basic movement material without “teaching down” to them, to recognize their cognitive level and maturity?

For teachers in private studios, 

1. The students in my class are at several different levels!  How can I coax the beginners and still challenge the more advanced students?

2. How can I get the children (and parents) to take dance classes more seriously?

3. How can I teach so that I reach every student, keep students coming back for more classes, and thus keep enrollment (and my business) up?

When teaching large classes,

1.  How can I provide individualized feedback for every student in the class and still keep the class moving?
2.  The students are so diverse—how can I make sure that I teach all students optimally?

For any teacher,

1. What do I do about those students who always seem to stand in the back and just follow everyone else?
2. I always seem to have some students who I never get to know, who tend to get lost and may not take another dance class.  How can I reach them?
2. Discuss opposition and interdependency of reproduction and production: 

conservation vs change, in dance as an art form.  Why are both aspects (reproduction or conservation and production or change) important?  

3. The concept of the “cities and counties” or landmarks and boundaries, and the “non-versus” nature of the Spectrum are important.  Discuss with students the “messy” and unpredictable nature of teaching.  Sometimes with all this discussion of planning and preparing, students forget that they need to “expect the unexpected”.  

4. You might plan a “transparent teaching” activity class; for example, a technique class in which you implement several of the Styles. You might encounter a time to insert a “quick episode sandwich” or when you have to move outside the “city limits” of a Style.  
5. You could also give an assignment for students to notice when, during their next week of classes, certain Styles are used.  Cued Response will likely be the most commonly found example, with “outside the city limits” examples of other styles.  

Chapter 6
This chapter is full of possibilities for assignments as students apply the Spectrum material.  You may wish to devote several weeks of hands-on and interactive exploration.  Following are some ideas for class assignments: 
1. Video a class and have the camera follow the teacher throughout the studio; be sure to capture the teacher’s verbal behavior.  You might make the tape or DVD available to students as an out-of-class assignment or watch it as a group in class.  Ask students to identify, categorize and record expectations in subject matter delivery, behaviors & roles, and logistics, along with cues and feedback.  Students should watch for non-verbal as well as verbal information: demonstrations, nods and smiles, hand gestures vocalizations, etc.  
2. This can also be an assignment to identify the forms of feedback (value, corrective, neutral, ambiguous) and modes of communication (visual, auditory, kinesthetic).  Students can record their observations on the Feedback chart (downloadable).  They needn’t try to write down every comment, but use the space for “Quotes & Notes” to jot notes such as, “The only value feedback she gives is ‘Good,” or “How do I classify the phrase, ‘This doesn’t need to look very pretty’?  At first, sorting out the flow of verbal and non-verbal information given by the teacher may seem a daunting and confusing task. This is why it is a good idea to use a video rather than a live class: using a videotape enables you to stop the video, re-play, and think about or discuss an observation before you move on to the next one. 
3. Create, or have students create, a short dance phrase.  Have students develop their own verbal cues, then discuss the differences and similarities among their cues.  
4. Individually or in pairs, have students create a short dance phrase and develop a task sheet for that phrase.  Have students work in small groups to teach an episode in Style B: Practice to work on their verbal delivery and de-bug task sheets.  
5. Have students develop a barre or warm-up sequence, with criteria sheet.  Working in threes, each student will present an episode in Style C: Reciprocal as the teacher, with criteria sheet; the other two members of the trio will be Doer and Observer.  Each member of the trio will experience the roles of Teacher, Doer, and Observer, and work on de-bugging their criteria sheets.  
6. Have students develop a criteria sheet for a warm-up or across-the-floor sequence. 
7. Have students work in pairs or small groups: one student will be the Teacher and present an episode in Self-Check while the other members of the group are students.  Students will help each Teacher clarify and improve their criteria sheets.  
8. Have students develop Inclusion task sheets with at least two “levels of entry.” Work in pairs to help each other improve their task sheets.   
Chapter 7
1. Ask students to identify a concept to introduce or clarify in a class. Determine the class, including age, subject, level, and develop a Guided Discovery question sequence.  Consider the ability level in terms of dance experience and cognitive level to develop this sequence.  In class, have students try out their sequence in one-on-one situations to de-bug, then as a teaching episode in small groups.  Take time to discuss each one so students get feedback from participants.  You might want to have students post their finished products in an online forum such as Blackboard or WebCT so that all students can download and share their Guided Discovery dialectics.  Feel free to email any to me!
2. Convergent Discovery is probably used much less in activity classes than other Styles, and it has been a challenge for me to find good examples in dance.  Sara Ashworth suggests thinking of the puzzles or brain teasers (such as Marilyn Vos Savant’s column in the Sunday newspaper magazine, Parade) or math problems.  (Perhaps one reason why parents often say, “I can’t help my child with their math, because they teach it a different way now than when I learned it” is because mathematical principles can be conceived and approached in many different ways, and although a learner may use different approaches or pathways to solve a problem, all approaches should lead to the single, correct answer.)  The most recent edition of Kenneth Law’s Physics and the Art of Dance contains many possibilities for further development.  Again, I would enjoy hearing about other Convergent Discovery questions or problems.  
3. A good way to illustrate PFD reduction criteria is a Google search; if you have online access in class, try this with your class: Type in “dance” as your search keyword and you’ll get about 300 gazillion possibilities.  Move to “advanced search” and ask the class for another keyword (criterion) and note how many you have now.  Keep going as long as you want with this PFD reduction!
4. IPLD might be used for the final or culminating project for the class in which you use this text.  
Chapter 8
This chapter is all about artistic process theory.  It can include or dovetail with discussions from other courses in your curriculum, such as improvisation, choreography, composition, performance, notation, history, or others.  For me, it serves to bring together the essential aspects of the dancer as teacher/choreographer/performer and remind us that teaching dance well means attending to all these facets of the art of dance.  These various aspects of artistic process are present, though in varying degrees, whether we’re teaching creative dance for 4 yr. olds, college improvisation or choreography, or a recreational international folk dance class.  






