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Summary

A revised primary school curriculum was introduced to Irish schools in 1999. In that curricu-
lum, dance is acknowledged as an area of arts education but delivered in physical education
(Department of Education and Science, 1999a). Content and methodologies for the creative
dance strand typify Laban’s (1948) educational model (Fitzpatrick, 2000). Successive Arts
Council reports (Benson, 1979; Brinson, 1985; Leatherdale and Todd, 1998; Marzin, 2003)
point to serious deficits in dance education in the Irish educational system. O’Dowd's (2006)
study of the implementation process of the primary school dance strand indicates that less
than one per cent of primary schools in Ireland delivered the dance syllabus in 2005. The
Inspectorate Division of the Department of Education and Science (2005) noted that a
number of probationary teachers had not taught any physical education in 2005. The Irish
National Teachers’ Organisation (2007) observed that primary school teachers lacked

confidence and were poorly prepared to teach dance, particularly creative dance.

This study examines the relevancy of a model of dance education which is based on the
concept of dance as art (Redfern, 1973) in an Irish primary school curriculum context and in
teacher education. The model, known as the midway model (Smith-Autard, 2002), has not
been implemented in the Irish curriculum. The study examines Smith-Autard’s model with
newly qualified teachers (NQTs) completing a fourth year of studies at the School of
Education, Trinity College Dublin. The context for the research was a dance module
designed and taught by the researcher for the purposes of the study which was offered as a
course option over three consecutive academic years. From an interpretive stance, I posed the
research questions from the viewpoint of an experienced dance educator. The research used a
mixed-methods approach to data collection with a predominantly qualitative focus. As part
of the study, an interactive CD-ROM resource (Bedford Interactive, 2006) which claims to
exemplify the midway model was explored with NQTs as part of the dance module, and in

three primary schools located within a twenty-mile radius of Dublin city.

While modification is needed, this study found that an application of the midway model
(Smith-Autard, 2002) appears to be viable in the Irish context. It is proposed that pedagogic
approaches described and promoted by the midway model, including resource-based

strategies, should inform initial and continuing teacher education programmes in the Irish



context. Although, contrary to the aesthetic promoted by the midway model, it is recom-
mended that visual resources should extend beyond western theatre dance exemplars with a
view to incorporating a greater range of cultural influences. A conceptual shift to dance as art
would require that student teachers and teachers have access to specialist dance knowledge
and expertise, and access to exemplars which complement the aims and objectives of the
primary school curriculum. Realising this will require collaborative action on the part of
policy and curriculum stakeholders, proposals are made in this regard. As the researcher
played an instrumental role in most of the data collection, and because the study focuses on
relatively small population samples leading to fewer results which are based on specific
contextual findings, caution is recommended in attempting to locate this study within wider

dance contexts, or other educational research.
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Chapter One

Introduction to the Study

1.1 Purpose of the study

This study explores the relevancy of a particular model of dance education not implemented
in Ireland which is based on the concept of dance as art (Redfern, 1973). Known as the
midway model, it claims to exemplify theory and practice promoted by the dance as art
approach. Published as The Art of Dance in Education (Smith-Autard, 1994), the model is
labelled ‘midway’ because it merges elements of Laban’s (1948) process-based pedagogy
with elements of the product-oriented, apprenticeship-based conservatoire approach. Vocab-
ularies associated with Laban’s classification of human movement and western theatre
dance, in particular American modern dance, are used. The relevancy of the midway model
in the Irish context is examined with newly qualified primary school teachers completing a
fourth year of studies at the School of Education, Trinity College Dublin. “Newly qualified
teacher’ is a term applied to teachers who have been qualified for less than twelve months.
The overarching aim of the model, which claims to contribute to artistic. aesthetic, and
cultural education, is an appreciation of dance as an art form. Methodologies for teaching
and learning are presented as an interrelated three-stranded framework which explore and
develop skill and aptitude in performance, composition and critical viewing. Fundamental to
dance as art pedagogy is achieving a finished dance: ‘how to imagine, formulate, structure
and achieve meaningful, coherent dance works’ (Redfern, 1978). A ‘complete dance’ is the
main dance learning outcome identified in Smith-Autard’s (1994) midway proposition. The
midway model places emphasis on use of professional dance works to support teaching and
learning, and to enhance knowledge and understanding of dance as an art form. Regular
access to western theatre dance exemplars via technology-based resources is promoted in
methodologies proposed by the midway model. An interactive CD-ROM resource (Bedford
Interactive, 2006), which was authored by Smith-Autard and technology specialist Jim

Schofield, claims to exemplify dance as art pedagogy. The CD-ROM resource was specifi-



cally designed for use by non-specialist dance teachers working with seven to fourteen year
olds. Its relevancy and effectiveness in the Irish context is explored as part of this study. The
study evaluates claims published in the resource handbook with a view to determining its
usefulness as a prototype for the development of teaching and learning resources sourced in

Ireland.

The available literature on the background and development of dance as art theory and prac-
tice in the United Kingdom is examined in this study. It explores challenges (Curl, 1966,
1967a, 1967b, 1968a, 1968b, 1969; Redfern, 1973) made to the philosophical and education-
al tenets of Laban’s (1948) modern educational dance, the predecessor model. Evolutionary
processes in the United Kingdom, which resulted in the adoption of a dance as art approach
into the curriculum under the 1988 Education Reform Act, are recounted. Elaboration of
dance as art principles and practice (Smith, 1976; Smith-Autard 1994) is examined in the
wider context of developments in dance education in the United Kingdom (Brinson, 1980;
Adshead, 1983). The readiness of the Irish primary school curriculum to adopt the concept
of dance as art is assessed. A review of the available literature explores the background of
dance education in the Irish context since the introduction of the Irish Free State’s national
school curriculum (Department of Education, 1926), and significant events and develop-
ments are recounted. Links are made where pertinent to events and changes in the United
Kingdom. Where major influence is suggested by developments in the United Kingdom, for
example, the introduction of Laban (1948) to women’s physical education teacher education
programmes (Irish Times, 1965; O’Loan, 1973), the inclusion of ‘movement’ education as a
distinct area of learning to the primary school physical education syllabus (Department of
Education, 1971), and developments in initial and continuing teacher education (Brinson,
1985; O’Donoghue, 1985, 1989), these are explored. Distinctions are also drawn, in particu-
lar with regard to the influence of religious orthodoxy (Coolahan, 1981; Drury, 1990, Ken-
nedy, 1990) and cultural heritage which reveals the dominance of Irish traditional dance in
the primary school curriculum (O’Dowd, 2006; Irish National Teachers’ Organisation,

2009). Public attitudes and behaviours towards dance (Clancy, 1994; Hibernian Consulting,



2006; Office of the Minister for Children, 2007), which impact on how dance is accessed

and developed in the primary school curriculum, are discussed.

1.2 Rationale for undertaking the study

This study is significant in that addresses a gap in the field of dance education research in the
Irish context. Successive Arts Council reports (Benson, 1979; Brinson, 1985; Leatherdale
and Todd, 1998; Marzin, 2003) pointed to serious deficits regarding the status and recogni-
tion of dance as part of arts education in the Irish educational system. Furthermore, the mar-
ginal position of dance in the complementary field of arts-in-education policy and practice is
demonstrated in more recent reports (Arts Council, 2007, 2008, 2013). While dance as part
of youth arts practice has experienced some growth in Ireland (McGrail, 2000; Coughlan,
2004), and the level of public participation in social dance activities seems high (Clancy,
1994), in particular on the part of teenage girls (Office of the Minister for Children, 2007),
attendance and participation in dance as an art form experience in the Irish context appears
to remain low (Clancy, 1994; Hibernian Consulting, 2006). This suggests a perception of
dance as primarily an out-of-school activity, or as a recreational pursuit. Lunn and Kelly
(2008) found that the most important socio-economic factor influencing whether or not peo-
ple attend arts events was educational attainment, with access to the arts as part of the school
experience also featuring. The primary school curriculum (Department of Education and Sci-
ence, 1999a) had established dance as part of arts education, albeit delivered within physical
education, although initial investigation (Department of Education and Science Inspectorate
Division, 2005; O’Dowd, 2006) suggested that there was little access to experiences of
dance as art in classroom practice, or as part of initial teacher education programmes, and
that there was a dearth of teaching and learning supports available to teachers interested in
dance. Given the apparent side-lining of dance as an important area of educational research
and practice in the Irish context, this study identifies some salient issues and research ques-

tions which are presented in the following section.



1.3 Research questions

The issues which gave rise to this study are as follows:

. the need to develop dance as part of arts education in the primary school curriculum;

- the lack of access to best practice models that might inform developments in Ireland;

- the absence of teaching and learning resources for dance education in Irish primary
schools.

The overarching research question under examination in this study is as follows:

. whether the concept of dance as art (Redfern, 1973) can inform the development of
dance education in the Irish primary school curriculum.

Two associated questions informed and guided the inquiry, which were as follows:

. whether content and methodologies associated with the art of dance in education mid-
way model (Smith-Autard, 2002) can usefully contribute to initial and continuing
teacher education; and

. whether resource-based methodologies promoted by the midway model can provide
the prototype for the development of dance education teaching and learning resources
sourced in Ireland.

The methods used to address the overarching and sub-questions posed in this study are

discussed in detail in chapter four.

1.4 Locating the researcher

As a former Arts Council Youth Arts and Dance Officer and, at the time of proposing this
study, the Head of Young People, Children, and Education in the Arts Council, and a physi-
cal education teacher with many years experience in teaching dance at all levels of the
curriculum, including in initial and continuing teacher education, I was familiar with the
relevant sectors and stakeholders in the Irish context. Active involvement as a practitioner
across the dance education, dance-in-education and youth dance communities in Ireland
during the 1980s and early 1990s, and a regular attendee in company class with Dublin

Contemporary Dance Theatre, gave me ‘hands-on” knowledge and engagement with issues



and activities in the field at that time. Physical education teaching posts in Montreal (one
year) and Tokyo (3 years) provided me with the opportunity to extend my dance experience
and take classes in theatre dance idioms prevalent in those jurisdictions. In Ireland, I had
observed the many and various contacts with developments and expertise in the United
Kingdom which had informed dance education policy and practice in Ireland since the
mid-1960s (O’Loan, 1973), and was particularly active throughout the 1980s (O’Brien,
1985b, 1986, 1987, 1990). With the exception of the dance and dance pedagogy section in
the Physical Education and Sports Sciences department at the University of Limerick, this
appears to have fallen away in recent times. In the mid-1990s, dance lecturer, Teresa Leahy,
invited Jacqueline Smith-Autard to the University of Limerick with the express purpose of
informing the design and implementation of a dance education module to be delivered as
part of a new Graduate Diploma/Masters in Dance programme organised by the Physical
Education and Sports Sciences department. While, due to demand level, the course has not
been offered in each of the years since, in the years when it was organised, Smith-Autard
delivered the dance education module. Masters theses which focussed on dance education

topics have been a useful resource to this study.

Smith-Autard is recognised for the significant contributions she has made to the general
development of dance in education in the United Kingdom and elsewhere. A founding
author and external examiner of the ‘O’ Level Dance examination, later to become the
GCSE, she was a consultant for the Department for Education’s Teacher Training Agency
and is a recognised trainer for teachers in use of ICT to deliver dance in education. Her
international work has taken her to Australia, Spain, Finland, Sweden, Canada, and the
Netherlands to promote and extend dance education pedagogy, especially in relation to use
of multimedia teaching and learning resources (National Dance Teachers Association, 2012).
She has also been a regular contributor to National Dance Education Organization confer-
ences and events in the United States of America (Smith-Autard, 2004, 2005a, 2005b, 2006,

2008, 2009, 2010a). Author of two seminal books in the field of dance education Darnce



Composition (1976) which has been re-printed and published in five further editions, and
The Art of Dance in Education (1994, 2002), which provides a theoretical basis for teaching
dance as art in primary, secondary and tertiary education. I completed the Masters pro-
gramme at the University of Limerick in 2005, at which time [ was introduced to the art of
dance midway model (Smith-Autard, 1994). The module was taught by Smith-Autard.
Module content included an introduction to the Wild Child resource pack (Bedford Interac-
tive, 2001), a technology-based interactive resource which she and her colleague Jim
Schofield had developed for use in educational settings. As mentioned previously, the mid-
way model has not been implemented in the Irish curriculum. Initial investigation
(Fitzpatrick, 2000; O’Dowd, 2006) suggested that an application of the model to the Irish
primary school curriculum, in particular in the context of initial teacher education pro-
grammes, might be a viable option. Further discussion with Jacqueline Smith-Autard and
Teresa Leahy confirmed their support, which led to a research proposal for this study. While
sanction from Smith-Autard was sought and granted, for which I am immensely grateful, her
involvement in a personal capacity has not informed the research processes or outcomes of

this study.

1.5 Research methods

This is a qualitative, interpretive practitioner research study involving fifty-seven newly
qualified teachers over a three-year period. In this study, I set out the research choices I've
made regarding research approach, methods and the site of my study. I present a rationale for
an interpretive stance. I provide an overview of the qualitative and quantitative debate and
argue the selected approach using mixed methods of data collection. Ethical considerations,
including those relating to the site of the study, are also discussed. The site of the study was
the School of Education, Trinity College Dublin, and three primary schools, two located
northside and one southsidé, within a twenty mile radius of Dublin city centre. The sample
population, self-selected, comprised newly qualitied teachers either teaching, or seeking

work in the primary school sector. As mentioned previously, newly qualified teacher (NQT)



is a term applied to teachers who have been qualified for less than twelve months. NQTs all
hold a primary degree qualifying them to apply for a teaching post in Irish primary schools
to teach eleven subject areas, including the physical education and arts education curricula.
The NQTs taking part in this study had completed their undergraduate degree at three differ-
ent Dublin-based teacher education colleges. The NQT participants in the study were all
registered for the Senior Sophister year of the Bachelor of Education (B.Ed.IV), a fourth
year honours degree programme organised by the School of Education. This is a non-random
sample which will impact on the extent to which inferences can be drawn for a broader pop-
ulation of newly qualified teachers. The context for the research was a dance module specifi-
cally designed for purposes of this study. This was the first time that dance had been includ-
ed as an option in the B.Ed.IV programme. The module was offered as a course option over
three consecutive academic years — 2007-°08, 2008-°09, 2009-°10. The research used a
mixed-methods approach to data collection with a predominantly qualitative focus. NQTs in
each year group were initially surveyed to ascertain their background and previous experi-
ence of dance and dance pedagogy. They participated in a yearlong dance education module,
which largely followed the midway model (Smith-Autard, 1994, 2002) and emphasised the
dance as art (Redfern, 1973) approach. Data were gathered through dance module assign-
ments, B.Ed.IV dissertations of relevance to this study. field notes and a research journal. At
the end of the module in each of the three years, interviews were conducted with NQTs
which gathered data on the midway model in terms of its relevancy to teaching and class-
room practice, and on how the module might be improved. Small group discussions and a
questionnaire were used to gather data on the Step Dance CD-ROM resource from NQTs
participating in year two and year three of the study. The CD-ROM was not applied in year
one. In year two of the study, the midway model was implemented by the researcher in three
Dublin-based primary schools. Data from the fifty-seven pupils taking part in the lessons
were gathered using an age appropriate questionnaire, and interviews were conducted with
the three classroom teachers. An audit of doctorate registers in each of the five teacher

education colleges of education was carried out to determine the prevalence of dance



education research in Ireland.

1.6 Definition: arts education; arts in education; youth arts

For purposes of clarity, this study applies the following ‘custom and practice’ definitions

which were presented and agreed by the organising committee of a national seminar on the

arts and education, Encountering the Arts, held in Dublin in November, 2010 (Barnard,

2011). There are of course, overlaps and intersections between the three areas of practice,

but their distinctive nature and purpose, and organisational frameworks are important, and

have relevance in the Irish context.

. Arts education: is the education of a (young) person’s artistic and aesthetic intelligence
and responsibility for it lies within primary and post-primary curriculum provision (in
the same way as, for example, science education and language education is attended
to). It might be said that the teacher is central to the mediation of the arts education of
a (young) person and the remit for this lies with education policy-makers and
providers.

. Arts in education: refers to the parallel field of interventions by artists and arts
organisations (of all disciplines) into the life and learning of young people, via visits,
residencies, projects and other such initiatives. Such interventions can occur within or
without the school building/timetable. It might be said that the artist is central to the
mediation of arts in education experiences, and that responsibility for this field of
endeavour falls more on arts policy-makers and providers.

. Youth arts: in the out-of-school environment, it is also acknowledged that youth arts
(broadly defined) is a field where young people take part voluntarily in creative,
cultural or expressive activity outside of the formal education process. It can encom-
pass participation and appreciation, as well as engagement with arts work specifically
created by, with, or for young people. Often, within this field, youth service providers

and arts agencies act collaboratively to support such activity.



1.7 Thesis layout

Chapter two explores the background and charts the progress of dance education in the Irish
primary school curriculum since the introduction of the Department of Education’s first
standardised Programme of Primary Instruction in 1926 to the most recent curriculum revi-
sions implemented under the Education Act 1998. The chapter aims to uncover the major
curriculum revisions implemented under the Education Act 1998. The chapter aims to
uncover the major debates pertinent to dance education in Ireland during that period. The
purpose here is to explore readiness on the part of the curriculum to adopt the concept of
dance as art (Redfern, 1973) and to contextualise this study’s examination of the midway
model (Smith-Autard, 1994, 2002) in the Irish context. Chapter three examines the back-
ground and development of the art of dance in education midway model (Smith-Autard,
1994). Challenges to Laban’s (1948) modern educational dance, which came under scrutiny
in the United Kingdom during the 1960s (Curl, 1966, 1967a, 1967b, 1968a, 1968b, 1969)
and 1970s (Redfern, 1973), are explored. The circumstances in which the establishment of
modern and contemporary theatre dance in England informed the proposition that dance
education ought to be situated within the aesthetic realm are investigated. The manner in
which dance as art pedagogy, and the new contemporary dance forms emerging in England
informed and reformed dance in primary, secondary and tertiary education in the United
Kingdom (Brinson, 1980; Adshead, 1983), is examined. The evolutionary process from a
Laban-based curriculum took some twenty years to complete. However, not all changes were
deemed appropriate, largely associated with an overuse or misuse of content and skills
associated with the product-oriented ethos of professional theatre dance (Cole, 1993).
Proposals for a midway solution, which sought to achieve balance between product-oriented
practices and process-oriented practices (Smith-Autard, 1987), are investigated. The main
characteristics of the midway model (Smith-Autard, 1994, 2002), which promote the use of
multimedia resource-based methodologies, are presented in this chapter. Chapter four
describes the research methods and procedures used in this interpretive practitioner research

study and chapter five presents and analyses the data emerging from the application of the



midway model (Smith-Autard, 2002) with newly qualified teachers in an Irish context. Chapter
six discusses four major themes emerging from this analysis, while chapter seven offers some

recommendations arising from the discussion, and considers areas for further research.
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Chapter Two

Dance Education in the Irish Primary School Curriculum

2.1 Introduction

This chapter aims to explore the background and chart the progress of dance education in the
Irish primary school curriculum since the introduction of the Department of Education’s first
standardised Programme of Primary Instruction in 1926 to the most recent curriculum revi-
sions implemented under the Education Act 1998. The chapter aims to uncover the major
debates pertinent to dance education in Ireland during that period. The purpose is to contex-
tualise an examination of a particular model of dance education not implemented in the Irish
curriculum. Known as the art of dance in education (Smith-Autard, 1994, 2002), or midway
model, it was developed in England during the 1980s following challenges to Laban’s
(1948) modern educational dance framework which resulted in curriculum reform. The mid-
way model espouses and elaborates dance as art (Redfern, 1973) principles and practices,
which became the successor model to the Laban framework. Events and debate which in-
formed a gradual shift from dance as movement education to dance as art education in Unit-
ed Kingdom curricula are examined in chapter three of this study. Central to issues facing
the development of dance education in Ireland is its historic positioning within physical edu-
cation, and the ambiguity caused by statements in the curriculum which, on the one hand,
establish dance as an area of arts education and on the other, see it is delivered within physi-

cal education (Department of Education and Science, 1999a).

The chapter is organised in six sections. As mentioned above, the period covered is framed
within the introduction of the Department of Education’s Programme of Primary Instruction
in 1926 and the implementation of the revised primary school Physical Education Curricu-
lum (Department of Education and Science, 1999b) under the most recent Education Act

(Government of Ireland, 1998). The first section explores the development of physical edu-
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cation in post-war Ireland from the perspective of dance. The second section reflects upon
the influences of Gaelic revisionism and Catholicism on attitudes towards, and access to
dance within the educational system in Ireland. The third section recalls the background and
content of Laban's proposals for dance education, and considers the extent to which ideolo-
gies and principles underpinning Modern Educational Dance (Laban, 1948) exerted
influence on the 1971 and 1999 Irish curricula. The fourth section reviews the nature and
scope of proposals put forward in the Irish context for a rationale for dance as part of the
Irish educational system. The fifth section explores the status and recognition of dance in
Irish government policies since the first Arts Act (Government of Ireland, 1951) with
consequent impact on dance education. The sixth and final section summarises the main

themes emerging from the chapter.

2.2 Developments in physical education in post-war Ireland from the perspective of
dance education

In Ireland, post-war government policies in education were largely vested in the cultural
revision of the Irish Free State. The 1937 Constitution enshrined Irish as the first language.
Catholicism was the religion of ninety-three per cent of the population at that time, exerting
forceful influence on educational values and on the arts, shaping early state policies and
censorship practices (Kennedy, 1990). The Department of Education had been set up in 1924
with policies focussed on the revival of the Irish language (Coolahan, 1981). An emphasis
on reinstating the vernacular language resulted in a narrower subject range within national
schools, including the dropping of drawing and physical education as obligatory subjects
(Benson, 1979). The first standardised Programme of Primary Instruction shows that physi-
cal training based on the Swedish or other approved systems was encouraged, although,
recognising that teachers may not be acquainted with these systems, it clearly states that
there was no obligation to teach it (Department of Education, 1926). Irish step-dancing and
figure-dancing was also encouraged with all instructions and orders to be given in the Irish

language. O’Donoghue (1985) notes that where training did occur in schools, activities were
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usually based around callisthenic systems attributed to Per Henrik Ling (1776-1819) or the
Sokol system attributed to Miroslav Tyrs (1832-1884). Based around non-competitive gym-
nastic exercises, these systems promoted physical well-being and were designed to promote
endurance, strength, flexibility an co-ordination. The systems were 'gaelicised' to make
them more acceptable to school principals and in many schools, Irish dancing was also
taught (O’Donoghue, 1985). O’Donoghue observes that scant mention is made of physical
education in the Department of Education’s annual reports in the years 1946 to 1956 and
remarks that the subject remained optional, with little information appearing in official
records, reporting mechanisms, teacher development programmes or materials of a pedagog-
ical nature. The low status accorded to the subject at that time is noted in an Irish National
Teachers’ Organisation (2007) discussion paper on physical education in the primary school
which reports that no major developments occurred in physical education in primary educa-
tion until the 1971 primary school curriculum was implemented. Teacher organisations from
as early as 1947 had called for reform which sought to create a more child-centred focus
embracing literary, aesthetic, practical and physical education subjects (Coolahan, 1981).
The 1971 curriculum gave effect to reforms which impacted on all subject areas including
physical education. O’Donoghue (1989) points to a 1965 report compiled by the newly
appointed Physical Education Inspector, Captain Michael McDonagh, in which the gaining
momentum of child-centred ideologies and an aspiration towards a more diverse and
balanced physical education syllabus is recorded. A new component was introduced to the
physical education syllabus which presented dance and gymnastics under the overarching
title of ‘movement’ education. New content for dance — labelled ‘creative dance’ in the
Teacher’s Handbook (Department of Education, 1971, 290), reflected the ideologies and
practices promoted in Laban’s (1948) educational dance framework. The 1971 physical
education syllabus was heavily influenced by developments in the United Kingdom, which
had taken place some twenty years earlier, whereby curriculum and assessment in primary
education had moved from a subject-centred approach and rote learning to the more child-

centred, discovery-based pedagogies advocated by Dewey’s ‘laboratory school’ theories
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(Vertinsky, 2004, 279). In physical education terms, the major shift in curriculum assess-
ment policies coincided with the formulation and publication in England of Modern
Educational Dance (Laban, 1948). The seeming ‘fit” of Laban’s educational proposition with
revisions sought in the curriculum bolstered the case for the study of human movement and
its psychological import as a viable rationale for dance education (Curl, 1966; Redfern,
1973), and according to Carlisle (cited in Curl, 1989), for the totality of the physical educa-
tion syllabus. The new configuration placed dance and gymnastics in an overarching ‘art of
movement syllabus alongside games, athletics and aquatics’ (Archbutt, 1977, 26). As men-
tioned previously, developments in the United Kingdom are explored in chapter three. The
origin and influence of Laban-based approaches on dance education developments in Ireland

is considered in section 2.4.

2.2.1 Developments in physical education teacher education in Ireland

In Ireland during the 1960s, post-war population increases and an economic upswing saw
significant changes in post-primary education. The examination system was overhauled, free
education was introduced and new structures, such as comprehensive and community
schools, were set up. This impacted on syllabus development with a wide range of literary,
scientific, practical and aesthetic subjects introduced to the curriculum (Coohalan, 1981).
Increases in pupil enrolment and curriculum enhancement saw consequent intake into the
teaching profession. By the mid-1970s, at primary and secondary levels, teaching was large-
ly a degree profession, including in the area of physical education. Laban’s art of movement
principles informed the creative dance strands, and a selection of simple European folk
dances were added to the existing Irish step and figure dances suggested for the folk dance
elements of the primary and secondary school curricula. The Richards Report (1976) notes
that creative dance entered third-level education in Ireland as a part of women’s physical ed-
ucation teacher training programmes. Until the late 1950s, female physical education teach-
ers had mainly been recruited from either the Ling Institute or the Dublin College of Physi-

cal Education. Male teachers were usually ex-army, trained at the Army School of Physical
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Culture at the Curragh camp in County Kildare. The Ling Institute, founded in 1900 by Miss
Studley, was by 1923 offering a two year full-time course based on the teachings of Per Hen-
rik Ling, with dance activities comprising folk-dancing (Irish and other European) and ball-
room (O’Donoghue, 1989). The Dublin College of Physical Education, founded in 1947 by
Kathleen O’Rourke, offered a three-year course involving women’s sports as well as the
Woman’s League of Health  system of exercises. The League’s system was based on the
British system developed in London by Dublin-born Molly Bagot Stack in 1930, which
O’Rourke brought to Ireland in 1934 (McCullagh, 2004). By the mid-1950s, the Irish Do-
minican nuns were establishing third-level teacher training opportunities for women at their
Maria Assumpta campus in Blackrock, Co. Dublin which included a Froebel College, Do-
mestic Science (St. Catherine’s College), and Physical Education (St. Raphael’s College).
O’Rourke’s Dublin College of Physical Education was amalgamated with St. Raphael’s on
her appointment as principal of the new Dominican college. St. Raphael’s College of Physi-
cal Education opened with five students in 1955 in a purpose-designed building by architect
Piaras Mac Cionnaith, which won the RIAI Triennial Gold Medal 1956-1958 (Irish Times,
1961, 9). External examiners from Scottish and English physical education teacher training
colleges urged courses taught at St. Raphael’s College to adopt the Laban-based principles
and approaches which had informed developments in physical education in the United King-
dom since the 1950s. McCullagh (2004, 56) notes that O’Rourke conceded to these chang-
es. In 1958 O’Rourke left St. Raphael’s to continue her work with the League of Health and
take on new challenges in the area of remedial education. She was replaced by Sister Rose-

mary Graham, and Mona Wren was appointed as Vice-Principal of the college.

Under Wren’s stewardship, dance became a strong component of the programmes developed
at St. Raphael’s College. She sought an equalisation of standards with counterparts in the

United Kingdom and extern examiners from Bedford and Dunfermline colleges of education
were invited to present demonstration classes in “‘modern creative dance’ (O’Loan, 1973). A

‘national dance’ repertoire was introduced, which comprised balletic interpretations of
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dances associated with selected European countries. The dances, arranged and taught by
Wren, included for example, the Polish mazurka, the Hungarian czardas, the Spanish jota,
the English sailor’s hornpipe, the Italian tarantella, the Russian kopek. Simpler European
folk dances were also taught, primarily for purposes of inclusion in the primary school
curriculum. Irish dances, both presentational and social, were included. Medal examinations
in ballroom dancing were also offered as an optional pursuit. A programme note for a 1968
college production Theatrical Fusion, with choreography by Wren, notes that she had attend-
ed a summer school, followed by a full sabbatical year, devoted to studying American
modern dance in New York during 1966/67. On her return, she introduced Martha Graham
and Paul Taylor techniques to her work with final year students, in addition to the technical-
ly demanding ‘national dance’ repertoire she had already established at all levels. Wren also
established a competitive award for choreography, presented each year to a final year
student. Laban’s (1948) framework was introduced as the conceptual basis for dance
pedagogy in primary and secondary education. An Jrish Times (1965) article gives reports
on a seminar held to promote new approaches in physical education. The Minister of Educa-
tion attended and proceedings were chaired by Captain McDonagh, the Department’s Physi-
cal Education Inspector. The event included the launch of an hour-long documentary film on
St. Raphael’s revised programmes entitled Physical Education in Ireland (Black Raven
Films, 1968) which featured demonstration classes in educational dance and gymnastics with
primary school classes. In 1965 and 1966, newly appointed staff members at St. Raphael’s,
Helen Hunt and Imelda O'Loan, both graduates of the college, attended summer intensive
courses in Worcester, England organised by Joan Russell, an exponent of Laban’s work. An
article by Hunt (1969) for the St. Raphael’s College alumni newsletter speaks of the influ-
ence of Laban ideologies on physical education pedagogy. She stresses that these changes
were not based solely on the advent of his art of movement analysis, but also on closely inte-
grated and profound thinking in social and educational psychology. Of interest here is that
claims of social and psychological impacts on the part of Labanism had by that time, begun

to be challenged in the United Kingdom (Curl, 1966). For O’Loan (1973), the opportunity
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for extended study in Laban’s art of movement provided a theoretical basis which she later
used to develop teacher resource materials for the ‘movement’ component of the 1971 physi-
cal education syllabus. A testament to Wren’s endeavour is that in 1959, the year of her
appointment, a student transcript signed by Sister Rosemary Graham shows a total of one
hundred and sixty hours allocated to ‘modern dance” and ‘national dance’ over the course of
the three year programme. A 1969 student transcript based on a scholastic year of thirty-two
weeks per year for three years signed by the then principal Sister Bede Kearns, shows that
dance activities comprised a total of four hundred and forty-eight hours over the course of
the three year programme. This included one hundred and forty-eight hours of “‘modern
creative dance’, two hundred and four hours of ‘national dance’ and a further ninety-six
hours of dance teaching tutorials. Brinson (1985, 58) highlights the indebtedness of dance
education to St. Raphael’s programmes, which formed the bedrock of dance education
practice in Irish schools, and shaped curriculum developments during the 1960s and 1970s
He points to the wide range of influences, the strongest being Laban’s art of movement
principles, together with regular contact with the techniques of jazz and classical ballet,

modern dance, and national dances.

The Ling Institute and St. Raphael’s College closed in 1974 as part of new government
proposals which revised third level provision for female and male physical education teach-
ers. In 1968, the government had announced a new initiative, which in 1969 sent male physi-
cal education students to St. Mary’s College, Strawberry Hill in London to begin a four-year
degree programme (O’Donoghue, 1989). They were joined a year later by female students
who had completed their first year of studies at St. Raphael’s and the Ling Institute. This
combined student group completed the first degree programme in physical education in
Ireland in 1975, graduating from the newly opened National College of Physical Education
at Thomond Park, Limerick. The degree programme was, and is to the present day,
structured around physical education and a second curriculum subject area. The course is

now managed by the Department of Physical Education and Sports Sciences, University of
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Limerick. O’Donoghue (1989, 16) notes that the closure of the Ling Institute and St. Raph-
ael’s College in 1974 consigned to history the training of specialist physical education teach-
ers. It also saw the end of a comprehensive dance syllabus, in terms of both time and con-
tent, as part of teacher education programmes in the physical education field. While the
dance programme developed at St. Raphael’s College was predominantly practical rather
than theoretical, it created a legacy which would inform curriculum development throughout
the 1980s. Prompted by recommendations made in the Benson Report (1979), the Arts
Council undertook a number of initiatives in the early 1980s with a view to informing new
policy in the area arts and education. In parallel, Arts Council dance policy also came under
review and a report on the development needs of theatre dance in Ireland had been commis-
sioned. Recognising the opportunity for alignment, the terms of reference for the dance re-
port were expanded to include an investigation of issues pertinent to dance within the educa-
tion system (Arts Council, 1987b). The dance report (Brinson, 1985) devoted a chapter to the

situation of dance and education in Ireland.

2.2.2 Proposals for broadening the conceptualisation of dance education in Ireland
The Dancer and the Dance (Brinson 1985) identified three main recommendations for the
improvement of dance programmes delivered as part of physical education teacher training
at Thomond College of Education (now the University of Limerick). These were: an in-
creased art form presence; further development of primary and post-primary teacher in-
service courses; and the establishment of a fully recognised course, to produce specialist
dance teachers, including an investigation of peripatetic career options. In terms of art form
presence, promising developments occurred with the appointment of Mary Nunan in 1986 as
dance artist in residence. The residency was jointly funded by Thomond College, Mary
Immaculate College of Education and the Arts Council (Arts Council, 1989). Having gradu-
ated in physical education, Nunan studied Hawkins (1909-1994) and Limén (1908-1972)
techniques in New York. On her return, Nunan danced with Dublin Contemporary Dance

Theatre (DCDT) for five years. Founded by Joan Davis in 1977, DCDT s artistic programme
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was rooted in American modern dance. Davis had taken classes in Dublin with American
dancer/choreographer Terez Nelson, and was a regular attendee at courses run by the

London Contemporary Dance School (O’Brien, 1985a). The company's repertoire was
almost exclusively commissioned from American choreographers. DCDT closed in 1989
following Arts Council cuts in dance funding (O'Brien, 1989). Nunan, together with Teresa
Leahy, dance lecturer at the University of Limerick, founded Daghdha Dance Company in
1988. The company was based on the university campus. Daghdha’s initial focus was dance
in education, with programmes designed for primary and secondary school audiences. Nunan
(cited in Mulrooney, 2006, 135) spoke of Daghdha’s touring programme to schools and
recalled meeting pupils and teachers who had never encountered contemporary dance; that
there was little or no dance education happening in the schools; and where performing ‘on
hard, cold concrete floors” was very hard on the dancers. Mulrooney (2006) observed that
Nunan expressed difficulties with a wholly schools focus and worked towards a company
model that served a wider audience, albeit within an inherently educational ethos. The artis-
tic programme increasingly moved away from a schools focus to a community remit, and left
its home on the university campus in 2003 to take up residence in Limerick city. Nunan re-
mained as Artistic Director until 1999 following which she became Course Director of the
newly established MA in Contemporary Dance Performance at the Irish World Academy of
Music and Dance, Univeréity of Limerick (Mulrooney, 2006). While the introduction of a
post-graduate performance degree offered new opportunities for theatre dance in Ireland,
there are currently no undergraduate degree programmes in dance available. Serious barriers
in the area of vocational dance education and training in Ireland have been identified in suc-
cessive Arts Council reports (Brinson, 1985; Leatherdale and Todd, 1998; Marzin, 2003) and
remain an impediment to development within the professional sector to the present day.
Professional training models, therefore, have had little influence on the Irish primary and
secondary school curriculum. In addition, there is currently no professional dance company
in Ireland whose work focuses on, or includes programmes specifically designed for children

and/or young people. The Arts Council (1989, 2006a, 2008, 2013) has repeatedly underlined
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the importance of resources, in which living artists and their work are represented in a
fashion that aligns well with existing curriculum priorities and with the practical realities of
classroom practice, to be made easily available. These issues are discussed in more detail in

section 2.6.

The focus of Brinson's (1985) second recommendation for Thomond College was the provi-
sion of continuing professional development for primary and secondary teachers in the area
of dance education. The recommendation prompted a four-year teacher-led curriculum
development project facilitated by Diarmuid Leonard, Head of Education at Thomond
College. The project, which got underway in 1986, was funded by the Department of Educa-
tion’s Physical Education Inspectorate Division and the Arts Council; and supported by
Thomond College and the Dance Council of Ireland. The process and findings of this
important project, set up to advance standards of dance and dance teaching in schools, were
published in DanceNews Ireland (Leonard, 1987, 1988, 1989). A situational analysis of
dance in schools determined that syllabus design should be teacher-led and that it would
involve specialist and non-specialist dance teachers. The syllabus content to be explored
would be aimed at the non-specialist teacher. A set of procedural principles in line with
Stenhouse (1975, 1983), and a matrix of four teaching and learning elements — knowledge;
concepts; skills; and values, identified in the publication /n Our Schools (Curriculum and
Examinations Board, 1986), guided the process. Perhaps an opportunity was lost in the plan-
ning phase as the content described relied heavily on Laban’s (1948) framework as the
fundamental conceptualisation of dance education. Should other styles, approaches,
techniques, apparent in the list of dance experts informing early stages of the project have
exerted influence on the four teaching and learning elements, the syllabus might have
embraced a wider appreciation of the art form, and the range of dance materials explored.
Leonard (1988) identified a compelling need for curriculum planners to understand the
nature of dance as an arts discipline, and to place its distinctive contribution to arts education

in general at the core of syllabus planning. He saw the need for teachers to accept that the
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dance curriculum must reflect the intrinsic logic of dance as art, and that the teacher must be
able to make this intrinsic logic accessible to his/her students. The curriculum project pro-
duced an eighteen-lesson resource pack (Department of Education, 1990) which O'Brien
(1990) reported was widely disseminated through teacher in-service courses organised by the
Department of Education’s Physical Education Inspectorate Division with the support of the
Dance Council of Ireland. The modules became, effectively, the junior cycle syllabus for
creative dance and informed initial teacher education programmes at primary and secondary
level until curriculum revision in the late 1990s. Brinson’s (1985) third recommendation for
Thomond College - the establishment of a fully recognised course, to produce specialist
dance teachers - has yet to be realised. Thomond College of Education closed in 1991.
University of Limerick courses in physical education are now managed by the Physical
Education and Sports Sciences Department which established a Graduate Diploma/Masters
in Dance programme in 1995. Jacqueline Smith-Autard, architect of the midway model and
then Head of Dance at Bedford College of Further Education, England was instrumental in
designing the course. University of Limerick is the main provider of training programmes
for secondary school physical education subject teachers in Ireland. The four-year course
includes two modules in applied dance which utilise Laban’s movement principles and the
midway model (Smith-Autard, 1994, 2002). While electives are offered in a range of areas,
none are offered in dance. The Irish World Academy of Music and Dance, which opened in
1994, now offers a Graduate Diploma in Education (Music). Graduates are eligible for
admission to the Open Register of the Registration Council for Secondary Teachers of the
Department of Education and Skills. In addition to the Masters in contemporary dance
performance, the Academy offers an undergraduate degree programme which combines
studies in traditional music, traditional dance and voice. Should the Academy pursue full-
time undergraduate programmes in the area of dance, it is feasible that a Graduate Diploma
in Education (Dance) might ensue and perhaps, explore possible links with courses offered

by the physical education department.
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2.2.3 Limitations existing within primary school teacher education

At primary level, implementation of the curriculum provides the focus for modules offered
in dance as part of physical education in initial teacher education. Each of the five main col-
leges of education provides a short compulsory dance element of between four to six ses-
sions, delivered in first and/or second year. Electives in dance are offered, again largely
based on curriculum content. The 2007 consultative conference of the Irish National Teach-
ers’ Organisation placed particular focus on physical education. The conference discussion
paper Physical Education in the Primary School (Irish National Teachers® Organisation,
2007) noted that ‘movement” education had been important to 1971 curriculum planners.
However, the lack of structured teaching materials, lack of in-service and confusion amongst
teachers about how ‘movement’ content could or should be taught led to games becoming
the activity of choice. Benson (1979, 30-31) observed that ‘creative dance and movement’
taught as part of physical education presented considerable difficulties to teachers, and a lack
of training in the arts was frequently mentioned as a serious obstacle to the development of
arts education in primary schools. A discussion paper on Dance Education in Ireland (Arts
Council, 1985a) prepared for the Curriculum and Examinations Board’s Arts Working Party
asserts that primary school teachers needed to develop a level of personal appreciation in the
art form in order to teach dance with confidence, particularly male teachers who ‘often re-
gard dance as lying in the realm of the mystic and cult, vague in its content and beyond their
scope’. The paper pointed to initial teacher education in dance as a determining factor, high-
lighting that provision within physical education courses was ‘too short and too infrequent’
to meet teacher requirements. 7he Arts in Education (Curriculum and Examinations Board,
1985a,) also identified difficulties on the part of primary school teachers in implementing
dance elements of the syllabus. A lack of experience in dance, especially creative dance, was
given as the cause for the lack of teacher confidence in this area. To address a perceived lack
of teacher confidence in approaching physical education overall, the Report of the Review
Body on the Primary Curriculum (Quinlan, 1990) recommended that adequate and appro-

priate pre-service and in-service teacher education programmes should be made available.

22



The revised primary school curriculum was introduced to schools in 1999. Beginning to
Teach (Department of Education and Science Inspectorate Division, 2005, 38) noted that a
number of probationary teachers had not taught any physical education. Lessons observed by
the Inspectorate Division demonstrated little or no planning or preparation and consequently,
teachers experienced difficulties in organising pupils. O’Dowd's (2006) study of the imple-
mentation process of the dance strand found that less than one per cent of primary schools in
Ireland delivered the dance syllabus in 2005. The Professional Development Service for
Teachers was established to mediate the revised curriculum for teachers towards implemen-
tation in their schools (O’Dowd, 2006). As part of the support programme, all subjects re-
ceived a period of intensive continuing professional development with seminars organised
for all teachers in primary school education. O’Dowd notes that teachers experienced two
professional development seminar days, devoted to physical education. Each teacher took
part in two seminar days on the revised physical education syllabus, with approximately one
and half hours in total devoted to the dance strand. Cuiditheoiri (support personnel) recruited
through Teacher Education Centres supported schools in planning for implementation and in
developing content and methodologies. O’Dowd asserts that as part of the implementation
seminars, the specialist trainers did not give sufficient attention to creative dance content;
and in folk dance the focus was on Irish dancing. She points out that Irish dancing cannot
serve as the sole method of implementation as it does not satisfy the content objectives stated
in the curriculum. O’Dowd (2006) states that the lack of preparedness and confidence on the
part of teachers, and their negative attitude to dance cannot be addressed through one and a
half hours of in-service. She expresses concern about the skills-set of the Cuiditheoiri who
delivered the seminars who were predominantly physical education specialists from a sports
background, and insufficiently equipped to explore the most under-represented strand which
is dance. O’Dowd further asserts that teacher preparation in the area of dance poses a serious
challenge to teacher education colleges. Gray's study (2007), which is based on his own ex-
perience of teaching dance in primary school, found that teachers’ attitudes and perceptions

of dance determine whether or not dance will be taught in schools. He proposes that without
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commitment and enthusiasm on the part of the teacher, there is very little chance of dance
becoming a viable classroom activity. He also highlights the need for more in-depth and con-

sistently available teacher development opportunities.

The Irish National Teachers’ Organisation’s (2007) conference proceedings confirm the lack
of preparedness and lack of confidence on the part of teachers in teaching the dance strand.
However, as no differentiation between the two types of dance was sought, it’s difficult to
discern whether teachers regarded folk and creative dance as equally demanding. Two years
later, the discussion paper and proceedings on Creativity and the Arts in the Primary School
(Irish National Teachers’ Organisation 2009) acknowledges dance as part of arts education
delivered within physical education. The paper references Laban (1948) and Smith-Autard
(1994, 2002) as informing the syllabus. The attention given to dance, when compared to the
other arts areas, is scant. Dance was not included in the survey and therefore, the analysis of
findings on creativity and the arts carried out in one thousand primary schools. Neither was
dance included in sections on assessment and evaluation of arts areas or supports for the arts
in the primary school (Irish National Teachers® Organisation, 2009). Smith-Autard (1994,
2002) is the sole dance reference in an otherwise comprehensive bibliography given for arts
education subjects in the conference discussion paper (Irish National Teachers’ Organisa-
tion, 2009). Proceedings show that workshops and presentations conducted over the course
of the two-day conference did not include dance. Conference proceedings suggest that the
curriculum’s position on dance — that it is part of arts education, is not understood by teach-
ers, a position compounded by its delivery within physical education. Conference proceed-
ings from the two most recent teacher debates on physical education and arts education (Irish
National Teachers® Organisation, 2007; 2009) suggests that in Ireland, dance plays a margin-
al role in teacher discourse on both arts and physical education. The Brinson report had
found serious difficulties facing the development of dance in Ireland, citing negative
attitudes toward the body, lack of an indigenous tradition of theatre dance, and prejudices

against male dance as major problems. Brinson (1985) reported that very few primary
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schools offer dance in physical education classes, and at secondary level dance occupies a
very minor place. Such attitudes and circumstances, he concluded, create a climate in which
dance occupies the lowest rung on the ladder of Irish education and the Irish arts. O’Dowd
(2006, 23) asserts that this is due to ‘a lifetime of neglect’ and contends that it is the creative

dance strand that ‘suffers the most’.

Where dance is taught as part of the physical education programme, it is likely to be Irish
dancing. The predominance of Irish dancing, and reliance of teachers upon the form, can be
traced back to the foundation of state policies on education which focused on the revival of
the Irish language (Coolahan, 1981) and in that context, Irish step and set dances. The pro-
motion of Irish dancing was strengthened with the rise of Gaelic revisionism which actively
encouraged the form over and above other 'foreign' styles. For dance, which mines and
shapes human movement for its materials and meaning, the situation in post-war Ireland was
further exacerbated by negative attitudes of the Catholic Church towards the body.
O’Donoghue (1985) notes a Department of Education report for the year 1932-1933 which
records that schools did not value physical education and the subject suffered accordingly. A
Physical Education Committee was appointed by the Minister for Education in December
1936. Unusual for that time, there was no representative of the Catholic Church on the
committee which, O’Donoghue (1985) surmises, was due to attitudes of the church, which
was negatively disposed towards physical education. He points to a 1929 church encyclical
letter on youth education advocating ‘Christian prudence’ with special regard to Christian
modesty for girls, for whom the letter states 'it is most unsuitable to display themselves
before public gaze' (O’Donoghue, 1985, 65). Debate on foot of the 1933-1932 report
included concerns about Swedish drill systems and displays. There was a danger of
effeminacy noted amongst rising generations associated with modern innovations in music,
dancing, pictures and literature. Counter attractions for boys were proposed which included
fostering interest in the ‘traditional virile pastimes’ of the country O’Donoghue (1985, 88).

Kelly (1991, 12), a primary school teacher with specialist dance experience, writes that
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while girls and boys often produce differently stressed movement responses, it is as
nonsensical to suggest there is something called ‘boys dance’ as it is to suggest there is such
a thing as ‘boys music’ or ‘boys painting’. Benson (1979) reported on misconceptions about
the arts in education, whereby arts activities are seen as more suitable for girls than boys,
and for the less intelligent rather than the more intelligent. Brinson (1985, 54) observed
‘deep inhibitions” about the body in Irish schools and its use as a communicator; for boys,
dance was seen as ‘unmanly’. Drury (1990) opined that if society were to design an activity
which troubled the cultural, education and social orthodoxies which underpinned Irish
schooling, it couldn’t have done better than to invent dance. Nunes (cited in Mulrooney
(2006, 172), then Artistic Director of the Dublin Dance Festival, argues that such repression
devalued the Irish body immensely, preventing exploration of the true power and value of
dance as ‘an immediate and profound means of exposing the vulnerabilities and truths of
inner worlds” which good choreography excavates and communicates. The following section
explores the orthodoxies enshrined in post-war government policies, and in doctrines of the

Catholic Church which impacted on dance education developments in Ireland.

2.3 The influence of Gaelic revisionism and Catholicism on dance education in
Ireland
As previously mentioned, the Programme of Primary Instruction (Department of Education,
1926) shows that Irish step and figure dancing was included as part of a non-compulsory
physical education programme. Where taught, dancing instruction was to be carried out
through the Irish language. In schools where Irish dancing was made available, it was usual-
ly taught by a school teacher with specialist knowledge, or peripatetically, most likely by a
teacher registered with An Coimisiun le Rinci Gaelacha (The Irish Dancing Commission).
Founded in the early 1930s, An Coimisiun oversaw a tightly organised system of teacher
registration; local, national and eventually ‘“world’ competitions based around prescribed
steps, dances and dress codes. Richards (1976) reports that private Irish dancing schools

were a feature in most Irish towns, replacing the travelling dancing master. By the mid-
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1970s, towns of more than five thousand inhabitants were found to have at least five such
schools, compared to only thirty-five private ballet schools existing throughout Ireland.
While Irish dancing was the form promoted by the state, there is evidence that other styles
and approaches were made available in some schools. Classified advertisements for Dublin-
based dance schools includes the Burchill School of Dancing (frish Times, 1940) a leading
ballroom studio led by Evelyn Burchill, which states that school visits were available. Rob-
inson (2000, 64) and McCullagh (2004, 87) give personal accounts of teaching ‘modern
creative dance’ and League of Health exercise routines in Dublin schools. Access to popular
or foreign dance influences within schools was not the norm, and as O’Donoghue (1985)

points out was in some instances, actively discouraged by the Catholic Church.

Catholicism, the dominant religion of the Irish state, exerted forceful influence in schools
and communities and most of the Irish clergy were implacably opposed to dancing at that
time (Brennan, 1999). Erina Brady’s Irish School of Dance Art opened in Dublin in 1939,
offering training in ‘modern creative dance’ (Robinson, 2000, 153). Robinson, a graduate of
the school, informs us that Brady had worked with the Austro-Hungarian born dance theorist
and choreographer Rudolf Laban (1879 — 1958) and his collaborator, German dancer and
choreographer Mary Wigman (1886 — 1973). Robinson records her own experiences of
teaching ‘modern creative dance’ in a convent school in Dublin in 1945. She recalls that
exhibiting bare legs was entirely unacceptable and at term end, the local Bishop advised the
nuns to discontinue classes of that type at the school. Her experience is echoed by her
contemporary Kathleen O’Rourke, who had founded the Dublin College of Physical
Education (1947-1955) before her tenure as principal of St. Raphael’s College of Physical
Education. O’Rourke also taught in convent schools under the supervision of a nun to ensure
modesty was upheld, again determined by a non-display of legs (McCullagh, 2004). in 1934,
when O’Rourke introduced the Women’s League of Health and Beauty to Ireland, the word
‘beauty’ was dropped from the title at the behest of the Catholic Church and the League’s

logo, featuring a girl dressed in a tunic ‘leaping on a beach’ had to be abandoned
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(McCullagh, 2004, 55). Church antipathy extended beyond Dublin. The Cork correspondent
for the Irish Times (1941, 6) reported that ‘pongo’, a teenage dance craze of the day, was
denounced publicly in an address by the Dean of Cork, who declared dancing as ‘the greatest
scourge that ever struck Ireland’ pronouncing it as demoralising for both boys and girls. Also
in Cork, efforts to bring ballet performances to local audiences had met with serious church
objections. In 1929, public attendance at Anna Pavlova’s company at Cork Opera House
were strenuously opposed in sermons given by local priests, resulting in a handful of
audience members attending the performances and ‘an early return to London by the compa-

ny’ (Fleischmann, 1998, 16).

The influence of ‘foreign’ styles on adult and teenage social-dancing that might, in turn,
have brought some diversity to school children’s experiences of dance, was particularly
thwarted within rural communities. O hAllmhurain (2005) tells us that in rural locations,
kitchens and crossroad platforms had been customary locations for social-dancing. The
repertoire on these occasions included the older, pre-An Coimisitin, group set dances,
ballroom, and popular idioms which were generically referred to as ‘jazz dance’ in Ireland at
the time. By the middle of the 1930s social mores, Irish revisionism and commercial oppor-
tunism had become ‘an impassioned battle for the souls and feet of the nation’ (O hAllmhu-
rain, 2005, 11). Social dancing was becoming a lucrative commercial activity and dance
licensing legislation, introduced under the 1935 Public Dance Halls Act brought it into the
state’s economy and under the scrutiny of the Catholic Church. The church was heavily
involved in building and managing new parochial halls in rural areas where public dances
were held. Revisionist organisations such as Cumann Luthchleas Gael (Gaelic Athletic
Association), Conradh Na Gaeilge (Gaelic League) and, in the case of dance, An Coimisiun
le Rinci Gaelacha (The Irish Dancing Commission) actively discouraged ‘foreign’ styles and
influences. An Coimisiun influence also took effect within traditional Irish forms, finding
the freer body usage of sean nds (old style) and the close body contact of the popular group

set dances less desirable than the style fostered within the organisation, where ‘the nearest
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approach to contiguity is the joining of outstretched hands’ (Brennan, 1999, 132). The
emergence of céili bands with their swelled sound designed to fill the newly built parochial
halls, may have brought new employment opportunities for traditional musicians and ceili
dance ‘callers’, however, it sundered a lineage that had been informed by ‘the cultural
contours of the kitchen, the travelling dance master and the country house dance’

(O’h Allmhurain, 2005, 18).

The Coimisiun regimen, which had in most regions replaced the distinctive styles of
travelling dance masters, would eventually produce dancers capable of the highly athletic
performances seen in Riverdance, which according to O Suilleabhéin (cited in Mulrooney,
2006), could not have happened if dancers such as Michael Flatley, Colin Dunne and Jean
Butler had not been trained within the Coimisitn culture of competition developed over the
previous sixty years. The increasing demands of virtuosic display and honed technique, seen
as essential to winning competitions at worldwide level, was matched by a decreasing regard
for the more fluid steps and patterns characteristic of the sean nos dancing master’s style,
which had placed equal value on the preservation of dance material and creative interpreta-
tion. While the work of most dance masters is lost, the work of North-Kerry master,
Jeremiah Molyneaux has been preserved and continues to inform the work of Siamsa Tire’s
stage productions and its school, of which the latter received high praise in an Arts Council
review of dance education and training (Leatherdale and Todd, 1998, 19). O Suilleabhain
(cited in Mulrooney, 2006, 229) notes that the improvisatory approaches of the sean nos
styles, in general, have shaped Irish dancing courses developed at Limerick’s Irish World
Academy of Music and Dance. Accredited education and training opportunities, such as
those offered by the World Academy and Siamsa Tire, together with the work of voluntary
organisations such as Cairde Rinci Céili Na hEireann, which promote non-competitive danc-
ing for all age groups, are a valuable curriculum resource for primary schools in the area of

Irish dancing.
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Of the range of dance idioms that might inform the school curriculum, Irish dance is the
most easily accessed and widely applied. Its preservation within the curriculum has been
actively maintained since its introduction to the syllabus in 1926. When new approaches to
teaching physical education incorporating Laban’s proposals were introduced at a seminar
on physical education at St. Raphael’s” College in Dublin concerns were raised by some
attendees about the potentially negative influence that these new approaches might have on
the preservation of Irish traditional dance (lrish Times, 1965, 6). The vernacular form aug-
mented national efforts to reinstate the cultural legacy, and to promote the language in the
hopes of realising an Irish population of ‘truly bilingual’ status, an aspiration restated in the
government’s first White Paper on Educational Development (Government of Ireland, 1980,
108). A government review of the arts in the school curriculum carried out during the 1980s
(Curriculum and Examinations Board 1985a), found that traditional Irish dancing was being
timetabled within school hours or provided as an extracurricular activity in most primary
schools. The Irish National Teachers’ Organisation’s conference on physical education in the
primary school presented findings of a 2005 survey. The survey found that ninety three per
cent of respondents taught physical education, the games strand being “often or sometimes’
included by one hundred per cent of respondents (Irish National Teachers® Organisation,
2007, 12-13). Seventy per cent included the dance strand ‘often or sometimes’. Regrettably,
no differentiation between ‘creative’ and ‘folk’ was sought so the degree to which creative
dance was taught cannot be determined. Where teachers identified a type of dance activity it
was in response to a question on the use of specialist teachers/coaches to deliver physical
education. In the case of dance, teachers reported that folk dance was ‘often or sometimes’

taught by an Irish dance or ceili dancing teacher.

In 2005, the then Minister for Education and Science, Mary Hanafin T.D. (Dail Eireann,
2005), confirmed an emphasis on Irish culture within the revised primary school curriculum.
When asked to make a statement on the manner in which Irish music, dance and culture is

catered for in the primary school curriculum, Minister Hanafin responded that major empha-
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sis is placed on Irish culture, including music and dance, in the primary school curriculum.
She stated that the curriculum held numerous examples of learning experiences which
emphasise Irish heritage, games, music and dance. Acknowledging that use of the Irish lan-
guage is the most obvious aspect, the Minister pointed out that Irish culture permeates other
curriculum areas. In visual arts pupils are, for example, taught to look at and respond to Irish
works and in music, an awareness and appreciation of song and traditional Irish instruments
is given emphasis. Dance, she explained, is a strand of physical education, and learning
objectives include the performance of simple Irish figure and step dances. She also pointed
out that Irish dancing is a particular focus of the implementation process, with opportunities
to practise set-dancing during courses presented to teachers during the physical education
module. On implementation within schools, the Minister responded that in her visits to more
than two hundred schools that year, she had been impressed by the emphasis being put on
dancing, singing and on use of the Irish language. She stated however, that much depends on
the interest of the teacher and stressed the importance of summer programmes in encourag-
ing teachers to include Irish culture in arts areas of the curriculum. The Minister was
responding to a parliamentary question on access to Irish culture in schools so, understanda-
bly, her response focussed on local heritage and traditions. However, the view expressed by
the Minister, which positions dance within a heritage context and dance education as cultural
learning, rather than dance as art and dance education as art form learning, is indicative of
the long-held organisational perception and understanding of the Department of Education.
This view was evident in the Department's 1926 curriculum and while subsequent revisions
published in 1977 and 1999 included creative dance, the folk dance elements, in particular
the Irish tradition, continued to dominate. The dominant position of Irish traditional dance
appears to be due to a number of factors. It is a part of the national cultural heritage and
therefore, seen as an important element of cultural learning. Successive government policies,
and government officials, have promoted and approved its inclusion in the curriculum. There
are publically funded national resource agencies which advocate on its behalf, and regulate

and support Irish dance teachers and teaching. In recent times, third-level opportunities have
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become available, including degree programmes in ethno-choreology, traditional dance and
music. Notably, there is now a significant theatrical presence which has heightened public
and media interest in Irish dance nationally and internationally. The phenomenally success-
ful Riverdance production has created welcome opportunities for dancers, choreographers
and specialist teachers working in this idiom and has invigorated the debate on traditional
Irish dance generally. Teachers and pupils, as audience members, now have access to dance
‘products’ which display high production values. These viewing experiences add to teacher
interest, knowledge and experience of the form. The success of Riverdance and many similar
productions which followed in the slipstream, have further secured the foothold of the genre
already held within curriculum provision. Given the limitations on dance in the school time-
table, non-specialists teachers are likely to opt for a genre they, and perhaps their pupils, are
already familiar with and are easily accessed in terms of structure, content and teaching
resources. The prescribed content for Irish dance in the primary syllabus is well known
material. Should teachers not be familiar with the content, detailed instructions are provided
for the Irish and European folk dances. Short videos of all the folk dances suggested are now
available online (Professional Development Service for Teachers, 2008) and music record-
ings are readily available. None of the content or methodologies requires knowledge or skill
in the area of dance composition. Of interest is the inclusion of the suggestion that teachers
may find an opportunity to ‘explore the social and cultural background of some of the
dances’ (Department of Education and Science, 1999c¢, 7), although no guidance or resource
materials are given as to how such endeavour might be undertaken. Preserving the tradition
of Irish, European and other relevant world heritage dance is important, but it must also be
recognised that ‘creative dance’, which brings a knowledge base and skills set not addressed
in folk dance, shares equal standing with folk dance in the dance strand of the primary physi-
cal education syllabus. Laban (1948, 23) believed in a dance education that aspires to release
the natural flow of movement, which he saw as the antithesis to one based on codes and
conventions such as ballet, folk dance and the body culture “‘movement to music’ practices,

prevalent at that time. To this could be added, Irish step and figure dancing. While historical
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state and church antipathy towards styles other than Irish dancing may have diminished, it
appears there is little access to creative dance in schools, as part of the timetable or as an ex-

tracurricular activity.

O’Dowd (2006) expressed serious reservations about the capacity of the facilitators leading
the implementation process of the revised curriculum to deliver dance content and methodol-
ogies other than folk dance. This suggests that the facilitators, who were themselves teach-
ers, did not have sufficient knowledge and experience of ‘creative dance” which in the sylla-
bus, is strongly influenced by Laban’s ‘art of movement’ principles and practices. It would
be difficult for teachers to implement the creative dance strand as set out in the syllabus
without an understanding of how to engage Laban's educational framework in the wider
realm of fostering dance appreciation, which is the main learning outcome defined for dance
in the curriculum (Department of Education and Science, 1999b). Teacher education
programmes should also be informed by the challenges and changes to the Laban model
since its introduction to the Irish curriculum in 1971, some of which have impacted on 1999
revisions. In the United Kingdom such developments have had significant impact on
teaching and learning dance which, as mentioned already, are discussed in chapter three. The
following section examines the influence of Laban’s modern educational dance (1948) on
dance education in Ireland, and the extent to which challenges and changes to this model in

the United Kingdom had impact on the Irish curriculum.

2.4 Modern educational dance - the Irish experience

2.4.1 Background and development of Laban’s art of movement principles

Rudolf Laban (1879-1958), an Austro-Hungarian movement theorist and choreographer,
claims that his educational framework embodies the ideologies, techniques and composition-
al forms of /a danse libre (free dance). The ideologies of ‘free dance’ stem from Laban’s
bewegungskunst (art of movement) research and practice, begun in Paris in the early 1900s.

He coined the term ‘art of movement’ to encompass, and to brand, his movement concepts
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(Preston-Dunlop, 1998). According to Preston-Dunlop (1998), Laban began his art of move-
ment research by observing the human behaviours of everyday life, a practice which had
informed earlier dance and movement theorists. Laban (1948) credits ballet d’action founder
Jean George Noverre’s (1727-1810) practice of sending students out into the street to study
habits and movement characteristics of the day as his ‘greatest deed’. Morrison (1998)
affirms his familiarity with Frangois Delsarte’s (1811-1871) principles of expressive move-
ment, devised for purposes of teaching expressive gesture to actors and musicians. Delsarte’s
notion of ‘trinity’ whereby space, time and motion co-exist and interact, informed Laban’s
research. Two contemporaries of Laban’s, American modern dance pioneer Isadora Duncan
(1877-1927) and developer of eurhythmics Emile Jacques-Dalcroze (1865-1950), also
looked to ‘natural’ movement for inspiration. While acknowledging the importance of
Duncan’s work, Laban (1948) disapproved of both the inspiration she drew from ancient
dance and the musical reliance of her work. Laban held that ancient historic dance cannot
authenticate a lineage due to scant evidence, nor can conclusions be drawn as to how, why,
when or where past societies danced, therefore containing little of educational value. The
requirement for access to, and examination of specific contexts in which dance happens as
essential to critical appreciation of dance would be debated by Best (1974) and Adshead
(1988). Laban (1948) also wished to separate dance from its strong associations with music
and employed the properties of movement and body rhythms as the impetus for much of his
choreography. The practice of seeking inspiration from natural or pedestrian movement, as
an alternative to prescribed codes and conventions such as ballet and folk dance, is a recur-
ring theme in dance theatre history including, significantly, the work of the 1960s New York

postmodernist Judson Church group (Au, 1988).

Laban’s educational principles are rooted in an abiding conviction that it is possible, and
desirable, to design a movement syllabus that draws on, explores, celebrates, and counteracts
if necessary, the social contexts and mores of everyday human life. Laban (1948) refers to

the work of Frederick Taylor (1856-1917) an American inventor and engineer who devel-
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oped theories on scientific management aimed at maximising efficiency amongst unskilled
and semi-skilled manual workers. Laban (1947) co-authored Effort: Economy of Human
Movement with F.C. Lawrence, employing observational study techniques to improve factory
work-rates and conditions (Foster, 1977). Laban (1948, 3) maintained that dance tuition
could counter the negative impact of the mechanistic age, giving expression to the full ‘effort
-life” of the individual and in so doing, society would be creating a dance form that is ‘the
movement expression of industrial man’. Preston-Dunlop (1998, 101) describes her under-
standing of Laban’s vision for bewegungskunst in education as becoming aware of, sensing,
and realising an enjoyment of the free-standing body within the surrounding space, and the

feeling of the changing qualities of time and dynamics — 'no more, no less'".

In 1912, Laban moved to Switzerland, remaining there for the duration of the First World
War. He joined an artists” colony in Monte Verita, Ascona where, together with the German
dance artist Mary Wigman (1886-1973), he set out to re-define dance (Maletic, 1987).
Laban’s research seeded the new German dance ausdruckstanz (expressionist dance), created
with Wigman, which would inform the work of Kurt Jooss (1901-1979), Sigurd Leeder
(1902-1981) and later, Pina Bausch (1940-2009). 4 usdruckstanz was known in England as
Central European Dance (Servos, 1998). Students of Central European Dance in the United
Kingdom, many of them physical education teachers, collaborated with Laban in devising an
interpretation of his 'art of movement' theories, processes and materials for use in education-
al contexts. Laban was not new to education and training, during his career he established a
network of schools based on his aesthetic and artistic philosophy and teaching methods. His
first school was founded in Zurich in 1915, followed by schools in a number of European
centres managed by Laban graduates (Preston-Dunlop, 1998). By 1918 Laban had fully
established his training methods, his choric ideologies and his choreographic practice which
Preston-Dunlop contends, drew inspiration from the mythology, symbols and practices of
ritual. Laban had been a member of the Rosicrucian society since his student days in Paris:

‘the evidence is everywhere in his practice and his writings’ (Preston-Dunlop, 1998, 12). In

35



England, Laban’s choric practice would become known as “‘movement choir’. Gleisner
(1979, 19) an associate of Laban’s, recalls the passion which Laban invested in his choric
work which was designed to ‘awake and let radiate more and more strongly a sense, a basic

sense for reaching essential humanity’.

Laban returned to Germany in 1920. From 1933, he held the position of director of move-
ment and dance at the State Opera Berlin, obtaining German nationality in 1935 (Vertinsky,
2004, 276 - 278). In 1936 he was the Director of Dance in Berlin and according to Vertinsky
was at the height of his career. Vertinsky notes that the Nazi regime was not slow to recog-
nise the political potential of Laban’s talent for choreographing dance spectacles and mass
movement choirs. Vertinsky contends that Laban worked willingly with the Nazis as
Germany’s dance master during the Third Reich before incurring Goebbels’ displeasure on
the eve of the 1936 Berlin Olympics. Goebbels cancelled Laban’s large-scale movement
choir on grounds of over association with left-wing beliefs. Laban was dismissed and in
1938, following a stay in Paris, moved to England to join his former pupil Kurt Jooss at
Dartington Hall, a unique arts and educational community in the Devonshire countryside of
south western England set up by Leonard and Dorothy Elmhirst in 1925. There is no
evidence to suggest that Laban ever came to Ireland however, Jooss did visit with his
company in 1939. An Irish Times (1939) article reported the performances and noted the

strong influence of Laban on Jooss' choreographic style.

Laban had recognised the importance of recording his work and was familiar with the
Beauchamps-Feuillet (1700) system of movement notation. This system was developed
during the reign of Louis X1V to record the court dances that formed the basis of the steps
and motifs of classical ballet (Hutchinson Guest, 2005, 2-3). This, and other extant dance
notation systems, would inform Laban’s own system which he, together with collaborator
Albrecht Knust (1896-1978), published as Schrifttanz in 1928 (Preston-Dunlop, 1990).

Largely through the work of Irmgard Bartenieff (1890-1981), a former Laban student and
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trained physiotherapist, the embodied aspects of Laban's movement research have been
maintained and further developed. Now known as Laban Movement Analysis (LMA), it is
applied to movement studies, dance, drama as well as various forms of movement therapy
(Hutchinson Guest, 2005, 3). The main inheritors of his professional training methods and
compositional processes were the Folkwang Schule in Essen, and exponents of German ex-
pressionist dance, most notably Bausch (1940 — 2009). Also, American choreographer Wil-
liam Forsythe (1949 - ) who until recently was based in Frankfurt, acknowledges Laban as

an influence on his work.

2.4.2 Movement materials and approaches espoused in the framework

As mentioned previously, the theoretical and experiential system formulated by Laban
through his study of human movement informs the educational framework published as
Modern Educational Dance (Laban, 1948). Written in his sixty-ninth year, it was published
in the English language. Laban (1948, vii) acknowledged the assistance of Veronica Sher-
borne (née Tyndale Biscoe), a student of his at that time, later renowned for her work in spe-
cial education. Lisa Ulimann, erstwhile student and company member of Laban’s in Switzer-
land and Germany, who by this time had become a major collaborator, colleague and life
companion, contributed to the publication. The framework was devised primarily for use in
primary and secondary education and was promoted as a means of educating the whole per-
son. Laban (1948, 11) states that the aim was not artistic product, but the beneficial effect of
the creative activity of dancing upon the personality of the pupil. He cautions against the use
of formal devices and external stimuli rather, pupils should be allowed to create their own
dances: ‘neither dramatic nor musical inspiration received by a text or set music is required’,
the conflict and resolutions within movement itself was thought to provide sufficient inspira-
tion. Accompaniment suggested is “wordless singing or percussion’, provided by the chil-
dren themselves (Laban, 1948, 49-50). The 1948 framework is presented as a study of his
‘free dance’ ideologies described as a movement language (Laban, 1948, 26). Movement

education was organised around four fundamental ‘art of movement’ principles as follows:
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Bodily actions — the five core being gesture, turning, leaping, stepping, and stillness;
Effort — an exploration of the dynamic, expressive qualities of movement;

Spatial design and spatial harmonies — developing an awareness and mastery in the use
of personal (kinesphere) and general (room orientation) space.

Social relationships.

Harmonious flow was the ultimate experiential outcome sought. Its achievement was

thought to demonstrate a mentally and physically happily adjusted life (Laban, 1948, 23).

Modern Educational Dance was written as a guide for teachers and parents (Laban, 1948,

vii). The text of one hundred and eleven pages comprises:

An introduction to children’s movement development, from an ‘art of movement’
perspective.

A framework of sixteen progressive movement themes with pedagogical observations
interspersed throughout.

Two chapters of notes for teachers setting out the basic principles and techniques of
‘art of movement’ with emphasis on effort (eukinetic) and spatial (choreutic) harmoni-
sation.

A case for developing teacher competency in movement observation.

Laban (1948, 12) identifies five learning outcomes, denoted as 'achievable tasks' which can

be summarised as follows:

To foster and concentrate the innate urge and natural ability of children to move freely
in an expressive, dance-like manner.

Preserve spontaneity in movement as a lifelong quality.

Allow each child to create dances appropriate to their age and ability, and be involved
in communal dance practice led by the teacher.

Increase each child’s awareness of human movement through observation.

Engender an integrated understanding of both the intellectual and creative capacities of

the new [*free’] dance.
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Laban presents his educational framework as a thematic structure, comprising sixteen
themes comprising eight elementary and eight advanced. Elementary themes advise teachers
to base early dance education in the instinctive movement behaviour of infants. Task setting
should allow children to respond playfully to stimuli, using their own ideas and effort quali-
ties without correction: ‘children should not be asked to copy’ (Laban, 1948, 20). An empha-
sis on technical aspects such as formations or footwork is seen as detrimental to the unfold-
ing of the child’s unique qualities of expression. Content designed for younger children fo-
cuses on developing kinaesthetic awareness which is focussed on the body in motion and
stillness. It explores simple whole-body actions, spontaneous and planned expressivity,
simple spatial concepts, and partnering. Advanced themes emphasise the need for students to
be involved in creating ‘finished dances’. In this endeavour, subjective response is seen as
more important than objective response: ‘the creative stimulus and the awareness of the
enlivening and freeing influence of dance movement are all that is desirable’ (Laban, 1948,
50). Developing a deeper awareness of contrasts and complementarities, leading to a more
discerning and imaginative use of effort and appropriate spatial choices is included in work
with older children, with increasing complexity. The use of improvisation is encouraged.
Tasks that develop an ability to observe fluctuations and patterning in others is encouraged,
with a view to enhancing personal understanding and knowledge. The framework aims to
involve children beneficially in the ‘effort-life’ experience, an area of movement study La-
ban called eukinetics, which he believed reveals the human personality (Davies, 2001, 54).
Eukinetics is introduced as exercises in the qualitative use of the motion factors, ‘weight,
space, time and flow’. These four primary ingredients, used to greater or lesser degrees are,
according to Laban, the bases of expressive movement. In his research, Laban observed
eight basic qualities, which he called ‘effort actions’. Coordinated and felt interplay between
the qualities and inherent rhythms of the eight actions, and relaxation (stiliness), is seen as
important to achieving a mastery of ‘free dance’ technique. The eight actions - pressing,
flicking, punching (or thrusting), floating, wringing, dabbing, slashing and gliding, are pre-

sented as isolated actions, in combinations and with derivative options, in solo and group
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contexts. The motion factors were originally described by Laban as ‘energy, space, flow and
speed’. They later became known as “weight, space, time and flow’, a labelling regretted by
Preston-Dunlop (1998, 228): ‘for it closed a concept that needed to stay open, for words
appropriate for effort in industry, in theatre, in therapy and in the school hall are not identi-
cal’. Older students were to be introduced to a system of graphics (kinetography), now uni-
versally known as Labanotation. The dynamics of spatial harmonisation (choreutics) focuses
initially on orientation within personal space (kinesphere), described as an imaginary space
immediately surrounding the body and general space, which is described as room orienta-
tion. Initial exploration and performance of spatial pathways in the air and on the floor lead
to more complex patterning. In “free dance’ the locus, or ‘space-centre’, of movement radi-
ates from the solar plexus. The spatial bearing point is below the bodys, it is not directed
upwards and forward as in ballet. Intermediate content explores the spatial dynamics of an
imaginary cube. Orientation, described as saggital (vertical), lateral (coronal) and horizontal
‘planes’, and directional pathways exploring dimensionality; diagonals and diameters of the
imagined cube are used for purposes of movement education and performance studies.
Advanced study presents a more complex spatial understanding involving ‘swinging scales’
which use prescribed definitions within the kinesphere, tracing points of an imagined octahe-
dron and, ultimately an icosahedron. The icosahedron encapsulates twenty-six directions
radiating from the ‘space-centre’, the centre itself being the twenty-seventh point of orien-
tation (Laban, 1948, 86). Effort qualities create qualitative sub-texts, or dictate the pattern-

ing, of these advanced motion studies.

Laban (1948) did not expect school children to create work of artistic significance. His
focus for children was choric practice, beginning with simple solo and partner formations
leading to larger group formations. Laban students, including Redfern (1965, 29), elaborated
on the possibilities: ‘groups may dance in unison, in canon, as a kind of counterpoint, and so
on, or they may act and react upon one another and produce conflicting as well as harmoni-

ous situations’. Teachers are asked to find their own manner of stimulating pupils to dance,
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they may select liberally, in mix and match fashion, from either broad movement concepts or
specific elements of any one, or any combination of the sixteen themes. The 1948 publica-
tion does not set out evaluative criteria or propose assessment modes. The third edition
(Laban, 1975) edited by Lisa Ullmann (1907-1985) proposed additional educational aims
which aimed to assist students to realise and enhance their personal potential; to learn to
relate to others; increase responsiveness; and enhance the ability to communicate. This third

edition also did not address assessment methods.

2.4.3 Further developments to Laban’s educational framework

Laban’s thematic framework was further developed by Jordan (1966), Russell (1958; 1965;
1969) and notably, Preston-Dunlop (1963), all former Laban students. Preston-Dunlop ex-
tended the original content. Her text, 4 Handbook for Modern Educational Dance was writ-
ten fifteen years after the publication of Modern Educational Dance, adding to the sixteen
themes in light of the fact that 'teachers have been experimenting with them and the richness
inherent in each has gradually unfolded' (Preston-Dunlop, 1963, xiv). Preston-Dunlop would
also expound on Laban’s (1956) notation system in a series of publications on kinetography
Laban. Further revisions to the handbook acknowledge shortcomings, particularly its con-
centration on personal development (Preston-Dunlop, 1980). Changes were primarily aimed
at facilitating an art form teaching and learning rationale, however, the focus remained solely
on Laban’s movement materials and thematic presentation. While a highly regarded and use-
ful resource, and much relied on by teachers in Ireland during the 1960s and 1970s, a dance
education syllabus based entirely on Labanism did not meet the requirements of a paradigm
shift which sought a much closer alliance with processes and practices associated with the
art form. While research into Laban and his life’s work continues on a number of fronts, it
appears that there have been no further developments of significance to the thematic frame-
work since the 1970s. This is certainly the case in Ireland. O’Loan’s (1973) teachers® manual
(unpublished) is based on Laban’s ‘art of movement’ principles. While Leonard (1987, 1988,

1989) posed some challenging questions, the dance in education curriculum project
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(Department of Education, 1990) ultimately operated within the parameters set for creative
dance by the curriculum. Perusal of the 1999 physical education curriculum suggests that
while consistent with the ethos of his educational framework, the substance of Laban’s the-
matic schema is much reduced. Particularly when compared to its 1971 predecessor. The in-

fluence exerted by Labanism on the Irish curriculum is examined in the following section.

2.4.4 The influence of Laban's educational framework on dance education in Ireland
O’Dowd (2006) determined that Laban’s art of movement principles are evident in the 1971
curriculum. Publications listed for dance in the Teacher’s Handbook are rooted in the Laban
approach (Department of Education, 1971). As in the United Kingdom a decade earlier,
syllabus designers in Ireland were seeking to establish a rationale and theoretical basis for
physical education which embraced a more heuristic approach. The subject-centred approach
gave way to a child-centred ethos which allowed for greater flexibility aimed at achieving an
integrated curriculum involving linguistic, mathematical and artistic organisation of the
child’s knowledge and experience (Department of Education, 1971). The physical education
syllabus was divided into four strands — movement; games; athletics; and other activities.
The movement component comprised two elements - educational gymnastics and education-
al dance - with materials for both rooted in Laban’s analysis of human movement. Educa-
tional dance presented ‘expressivity’ as the over-riding aim and the exploration of dance as a
means whereby the child ‘would come to terms with his environment” (Department of
Education, 1971, 291). Laban’s attention to movement observation is evident. The handbook
states that by observing movement, the teacher acquires a better understanding of the person-
ality of each child and thus, is better equipped to provide for their pupils. The aims for
creative dance were entirely based on personal and social criteria. Of interest is that in music
and visual arts, while the main emphasis was on the developmental needs of the child,
criteria also placed value on providing a practice, appreciation and enjoyment of the art
form. The presentation of expressiveness, personal development and civic responsibility as

the rationale for dance education is discussed in section 2.5 within the context of wider
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debate on the role of the arts in Irish education.

A new Education Act was passed in 1998, and the revised curriculum was published in the
following year. Although situated within physical education, dance is recognised as an area
of arts education. The Primary School Curriculum Introduction (Department of Education
and Science, 1999a, 36)states the aim of arts education as being to develop in children an
appreciation and enjoyment of aesthetic activities including music, visual arts, dance, drama
and language; and the skills and knowledge necessary to express himself or herself through
those activities. The curriculum states that arts education enables children to use a range of
communicative expression, through which they can explore their experience of, and interac-
tion with the world. It affords them the opportunity to respond as viewers, listeners or
readers to the expressive creativity of the artist, the composer, the writer, and the performer.
While ‘the choreographer” is not mentioned, dance is listed as an area of arts education and it
is clear that principles and practices associated with a dance as art orientation would align
well with these sentiments. However, the curriculum goes on to state that:

Arts education comprises the visual arts, music, and drama. Dance is

developed in the physical education curriculum, and the contribution of

literature is experienced through the curriculum area of language
(Department of Education and Science, 1999a, 52).

While some comparison might be made, issues pertaining to language and literature are
beyond the scope of this study. The stated aims of the Physical Education Curriculum are to
provide opportunities for children to learn through the medium of movement. The primary
focus is on the body and on providing physical experiences which enable children to develop
physical skills and co-ordination (Department of Education and Science, 1999b) — a marked
difference from the aims of arts education which focus on aesthetic and artistic experiences
enabling children to develop expressive and communicative capacities. The physical educa-
tion curriculum recognises that dance differs from the five non-arts strands. However,
difference is portrayed in ‘art of movement’ terminology: ‘the expressive quality of move-

ment and the enjoyment and appreciation of the aesthetic and artistic qualities of move-
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ment’ (Department of Education and Science, 1999b, 3). There is no mention of difference
in terms of educational mode, or that dance is an area of art form learning. Fitzpatrick
(2000), a primary school teacher and dance advisor to the physical education committee
responsible for curriculum revision under the 1998 Education Act, asserts that confusion
existed during deliberations on creative dance resulting from unresolved tensions between
art of dance (Smith-Autard, 1994, 2002) proposals which she had recommended, and art of
movement proposals recommended by the physical education specialists. According to
Fitzpatrick, the eventual syllabus for creative dance typifies the Laban educational model.
The strand unit for creative dance, which suggests a three-stranded approach: ‘exploration,
creation and performance’, is presented as a framework for developing dance appreciation
(Department of Education and Science, 1999b, 18). Of interest here is the absence of
observing or viewing dance as a teaching and learning experience. A concept of arts
education which excludes the perspective of ‘spectator’ is incomplete. Drury (2010) refers to
the interplay between ‘making” and ‘receiving’ art as the double-helix of experience. A
pedagogy which focuses on ‘making’ art neglects to understand that an art object does not
exist in any meaningful way until it is apprehended. He holds that the act of “making’ and
that of ‘receiving’ are mirror images of each other ‘ineluctably bound together as in the
question posed by Yeats: how can we know the dancer from the dance? Drury proffers that
the dancer and the dance require to be observed. He maintains that aesthetic apprehension is
a learnt and unfolding process. A child of seven will perceive a work differently to a seven-
teen year old, and that seven old may themselves perceive the same work differently as they
develop and mature their capacity to understand and engage with art. In teaching and
learning terms, the experience of viewing dance, particularly when guided by an informed
teacher, informs children’s capacity to make meaning and explore personal identity through
engagement with the materials and processes of dance. This can be enhanced by encounters
with living artists and access to art form exemplars. The curriculum states that appreciation
of dance can be enriched when pupils are given opportunities to see the more accomplished

work and performance of others (Department of Education and Science, 1999a). Teacher
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guidelines suggest that carefully selected dance performances and workshops can enhance
teaching and learning (Department of Education and Science, 1999¢). O’Dowd (2006), high-
lighted the absence of any explanation as to what constitutes dance appreciation during the
implementation process. She stressed the need for curriculum resources to be made available
for creative dance in order to facilitate teachers in providing meaningful dance experiences

for children.

Content specified in the curriculum is entirely rooted in Labanism whereby ‘concepts that
relate to the body in space, to the changing dynamics of movement and to the implications of
moving in relation to other people and the environment’ are explored (Department of Educa-
tion and Science, 1999b, 56). The nomenclature used in exemplars prepared for the curricu-
lum implementation process -‘body parts, body shapes, body actions and dynamics, with
lessons focussed on ‘developing air and floor pathways, shape outline and dancing with a
prop’, demonstrates an almost exclusive use of Laban vocabulary (O’Dowd, 2006, 10).
Teachers are informed that the strand enables children ‘to learn through dance and to learn
about dance” and that this is achieved by enabling children ‘to improve body management
skills, and understand a range of movement concepts’ (Department of Education and
Science, 1999c¢, 7). The physical education curriculum recommends the delivery of five
strands each year. Consequently, it is likely that where dance is taught children will experi-
ence five or six hours of dance in the school year, shared between folk and creative dance. In
other arts education areas - music, drama and visual arts, a progressive syllabus is delivered
throughout the child's primary school experience. Of interest here is that, as mentioned pre-
viously, colleges of education allocate a similarly limited amount of time to dance and
Leonard’s (1987) first article on teacher development in junior cycle dance, asks: ‘what can
done in six lessons?’ The time constraint on dance is likely to be a contributory factor in
explaining, for example, use of a much reduced Laban framework mentioned earlier, and the
underdeveloped nature of content and methodologies generally for creative dance. Gray

(2008) holds that due to time constraints within teacher education and the dearth of
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resources, the resource-based midway model (Smith-Autard, 1994, 2002) will not be fully
realised in Irish primary schools. He asserts however, that the three-stranded approach is
relevant and in keeping with the primary school curriculum, and importantly, accords with
the tenets of productive pedagogy. Unlike the arts subject areas, physical education is not an
examination subject. Evaluation and assessment processes that might tease out ambiguities,
explore rationale, hone learning outcomes and refine teaching supports are underdeveloped

in the dance strand.

O’Donoghue (1985) had noted that a 1965 Department of Education report made no attempt
to clarify what is particularly worthwhile about either educational dance or educational
gymnastics. In acknowledging the anxiety which many teachers had expressed about teach-
ing educational dance and gymnastics, the 1971 teachers’ handbook suggested having more
faith in the initiative and inventiveness of their pupils (Department of Education, 1971).
Brinson (1985) held that the majority of teachers in the Irish education system did not under-
stand the purpose of teaching dance. Leonard (1988) saw the need for teachers to accept that
dance pedagogy must reflect the intrinsic logic of dance and that the teacher must be able to
make this intrinsic logic accessible to his/her students. Vertinsky (2004) asserts that Laban
provided an interesting combination of dance, body culture and physical education through
which to examine the ways in which ideas and belief systems become embedded in particu-
lar embodied practices. But in the decades following his death Vertinsky argues that few of
his pupils or scholars have attempted to seriously analyse and understand his work which she
contends evoke either unconditional support or outright dismissal. In Ireland, Laban’s propo-
sition for educational dance appears uncontested, unlike challenges which unfolded in the
United Kingdom during the 1960s and 1970s. However, the literature reveals that a rationale
for dance education which locates the educative process in an appreciation of dance as art
was proposed in Ireland in the 1980s. The following section explores previous debate and

discussion regarding proposals for a rationale for dance as art in the Irish context.

46



2.5 Proposals for a rationale for dance as art in the Irish context
In October 1985, the Arts Council, in association with Dublin Theatre Festival, convened a
one-day seminar on dance education at Mount Temple Comprehensive School, Dublin.
O'Brien (1985b) reports that the Mount Temple seminar was attended by over eighty
dancers, dance teachers, arts and education policy-makers, dance company managements,
and media representatives. The Minister of State for Arts and Culture, Ted Nealon T.D.
opened the seminar, followed by a performance of Early W arnings by LUDUS, a dance-in-
education company based in Lancaster, England. Speakers included Arthur Lappin, former
Drama and Dance officer at the Arts Council and then Chair of the Dance Council of Ireland.
Lappin called on the Minister to address the seeming immobility of the Department of
Education in relation to the arts. He urged collaborative action between the Minister for Edu-
cation and the Minister of State for Arts and Culture in the context of two new reports — The
Arts in Education (Curriculum and Examinations Board, 1985a) and The Dancer and The
Dance (Brinson, 1985). He recalled previous Arts Council reports (Bodkin, 1949; Richards,
1976; Benson, 1979) all of which, particularly the latter, had identified major gaps in arts
education provision in Ireland (O’Brien, 1986). The Benson report (1979) had been commis-
sioned to inform the development of the Arts Council’s first policy on education. Findings
concentrated on shortcomings and inadequacies within the educational system. The report
called for sound arguments to be made across all of the art form disciplines, in order to per-
suade educationalists and policy-makers that the arts have a significant and unique contribu-
tion to make to education. Benson (1979, 21-24) urged a consideration of this contribution
under a range of factors which, in summary, were as follows:
. social and cultural relevance including the case for broader access to the arts, and an
understanding of diverse interpretations of the arts;

. the impact of new technologies and the growing need for media literacy;

. the arts as distinctive modes of inquiry and communication;
. achievement of high-level aesthetic judgement as an integral part of intellectual devel-
opment;
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. economic impact;
. purposeful use of leisure time.
The report became the cornerstone of Arts Council policy and strategy in the area of the arts

and education for the following thirty years.

Recommendations made in the Benson report, which were many and detailed, were briefly
mentioned in the White Paper on Educational Development (Government of Ireland, 1980).
This paper gave scant attention to arts education. The Benson report did, however, provide
the impetus for significant debate on the arts in education, begun in 1984 as part of curricu-
lum reform under the auspices of the newly appointed Curriculum and Examinations Board,
now reconstituted as the National Council for Curriculum and Assessment (1993). The
Board appointed an Arts Working Party whose membership included Benson, then the
outgoing Education Officer at the Arts Council. The Arts in Education (Curriculum and
Examinations Board, 1985a) was largely informed by Benson’s report, and argued
educational significance for arts provision within education in an overarching rationale
encompassing ‘extrinsic’ and “intrinsic’ factors. Extrinsic benefits, presented as neither the
most important nor ultimately the most convincing, focus on: employment, transferable
skills, tourism, national worth and confidence, audience development, and purposeful use of
leisure time. Intrinsic benefits, seen as addressing more fundamental concerns, place
emphasis on the arts disciplines as distinctive forms of knowing having characteristic and
separate symbol systems (Goodman, 1976) which if ignored, will deny children a significant
and unique domain of human thought and feeling. It is further argued that the arts involve
children in human processes which of their nature are separate to, and not encountered in
other curricular areas (Curriculum and Examinations Board, 1985a). A rationale for each of
the arts disciplines, including dance, is presented within this context. The case for dance, as
in other arts areas, was informed by a separate position paper on dance prepared by the
Dance Council of Ireland for the Arts Working Party (Arts Council, 1985a). The position

paper on dance entitled Dance Education in Ireland, articulated the need for a clearly stated
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rationale for the inclusion of dance within the educational system. The paper, which was
informed by a Calouste Gulbenkian study on dance education and training in Britain
(Brinson, 1980), presented two fundamental principles requiring articulation in a rationale
for dance as education in an Irish context, these were: the nature of the art form itself, and
the unique contribution of dance to Irish education. The position paper addressed these prin-

ciples under the following six headings:

. Cultural relevance of dance

“ Historical relevance of dance

. Educational relevance of dance

. Social relevance of dance

. Dance as a distinctive area of arts theory and practice
. Dance as a contributor to broader arts education.

Highlighting the developmental nature of primary education as the most formative years
regarding the acquisition of psychomotor, cognitive and affective skills, the paper argues
that experiencing movement as a means of expression and communication brings physical
knowledge and self-confidence. When linked with other art forms and subject areas, and
followed progressively at a level commensurate with the infant, middle and senior grades,
the paper argues that it was difficult to see why dance was all too often accorded little or no
time in the school curriculum (Arts Council, 1985a). The paper proposed a review of the
curriculum and in so doing, suggested that dance education models from elsewhere should
be examined and possibly adapted to suit Irish conditions. The Arts in Education
(Curriculum and Examinations Board, 1985a) draws on this paper in its case for dance
which, together with drama, literature, music and the visual arts, as mentioned already, were
presented within the wider context of an overarching rationale for arts education in Irish

primary and post-primary education.

Brinson (1985) noted the contribution of the Richards (1976) and Benson (1979) reports
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however, asserted that these accounts had not given adequate attention to dance either as an
art form or as a fundamentally important part of education. Brinson (1986) later recounted
that during his investigations in Ireland, dance within the educational system had emerged as
a strategic priority, resulting in an entire chapter dedicated to the topic. Two areas of priority
were identified in the report. The first was to situate the case for dance within the wider
context of developments sought for the arts as part of formal education in Ireland. The
second was to identify and prioritise specific strategic actions for the development of dance
as education in the Irish context. The case for the wider context was premised on the contri-
bution which engagement with the arts made to national wealth - understood as accruing
economic, psychological and social benefits. Brinson (1985, 51) asserted that the arts not

only communicate ideas but also are ‘a way of having ideas, of educating the imagination

and creating a national climate within which imaginations can flourish’. He had recommend
ed an Irish consideration of a set of principles originally put forward in The A rts in Schools
(Calouste Gulbenkian Foundation, 1982), briefly summarised as follows:

“ that human intelligence is manifested through a number of distinctive modes of
understanding and communication;

. that the arts play an essential role in developing the ability for creative thought
and action, benefitting the individual student and society as a whole:

. the need to educate feeling and sensibility, challenging perceived views that di-
vide intellect from emotion in seeing the arts as outpourings of emotion, rather
than disciplined forms of inquiry and expression;

. that art processes allow for an exploration of values, and are concerned with the
evaluation and revaluation of the world in which we live;

. the arts are essential to cultural change and identity, involving personal and
social experience; in order to have ideas about the world and to act in it, young

people need to develop physical and perceptual skills far above the level at
present posited in Irish education.

Brinson (1985) proposed areas of strategic importance to dance education in Ireland, includ-
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ing the need for an informed inspectorate, specialist advisors/teachers, engagement with the
dance profession and private teaching systems, for example, ballet and Irish dancing, and
teacher education. The report urged greater awareness of aesthetic education, improved

syllabuses and a radical overhaul of teacher development.

The Report of the Board of Studies for The Arts (Curriculum and Examinations Board, 1987)
endorsed the proposals of the Arts Working Party, highlighting three overarching aims for
arts education:
. to develop a love of, interest in and value for the arts (defined as dance, drama,
literature, music and the visual arts);
o to achieve a balance between artistic education (making art) and aesthetic
education (receiving art);
. to acquaint the student with the traditions of art.
The report made an unprecedented twenty-seven recommendations on dance ordered as nine
general aims, and nine for each of primary and post-primary levels. Recommendations,

given here in summary, sought to bring about:

. better understanding of dance as an art form;

. access to dance within the educational system as a cultural entitlement;

. extended range and purposeful use of natural play and movement in infant
classes;

- increased bodily and kinaesthetic awareness and intelligence;

. increased abilities in dance performance, composition and observation;

. wider knowledge of dance through related areas of study and visits to dance
performances;
. opportunities for talented pupils to participate in work commensurate with their
ability level which may provide a basis for a future career in dance;
« promotion and encouragement of positive attitudes towards the body, and to

dance;
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. increased social skills;
. better use of integration with other art forms leading to an understanding and val-

uing of common and distinctive features of dance, and of other arts disciplines.

2.5.1 Emerging tensions between art of movement and art of dance

A change of government in 1987 brought about a formal review of primary education.
Revisions to the 1971 curriculum began with the work of the Review Body on the Primary
Curriculum established in 1990 by the then Minister for Education, Mary O’Rourke T.D.
The Quinlan (1990) review carried out a detailed appraisal of primary education and the
ensuing report provided the basis for a redesign and restructure of the curriculum. The
Report of the Review Body on the Primary Curriculum (Quinlan, 1990) did not consider
individual arts disciplines in any depth; dance receives no mention. The report identifies the
lack of a rationale for the arts within previous curriculum planning and stresses the
importance of preparing a general statement of aesthetic principles from which aims and
objectives for the arts disciplines in the curriculum can be derived. These were to encompass
historical, critical-appreciative and expressive aspects of arts education and research within
the field of aesthetical educational theory. The work of Abbs (1987), Reid (1969), Witkin
(1974), and Ross (1989) are recommended for this task. Coincidently, Ross (1990) had
addressed a conference on dance education held at Thomond College, the second on the top-
ic to be held in Ireland. As mentioned previously, the first had taken place in 1985, organised
by the Arts Council and Dublin Theatre Festival (O'Brien, 1985b, 1986). Ross gave the key-
note address and spoke of tensions in the arts education sector in the United Kingdom due to
a move away from post-war liberal arts and a child-centred ethos, to the market-economy
policies of Thatcherism. He asserted that The Arts in Schools (Calouste Gulbenkian Founda-
tion, 1982) had been published because of fears that education was moving towards a materi-
alistic and functionalist reformulation of objectives. In Ireland, the publication of the Educa-
tion for a Changing World: Green Paper (Government of Ireland, 1992) would generate

similar debate. Debate on the Green Paper highlighted an almost complete absence of men-
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tion of the arts. Deputy Michael D. Higgins (Dail Eireann, 1992) pointed out that none of the
many reports on the arts and education from Benson (1979) onwards had been mentioned,
asserting that they have been uniformly ignored. A survey (Shelly, 1993) records the contin-
uing lack of access to dance as part of physical education in schools at that time. A dance
response to the Green paper (Leahy, 1993) was compiled by the Dance Department at the
University of Limerick following a one-day seminar on the topic held in January 1993. Dru-
ry (cited in Leahy, 1993), a former Arts Council Education Officer and member of the Cur-
riculum and Examinations Board Arts Working Party, drew comparisons between the vocab-
ulary used for the arts and other curriculum areas. Terminology employed for the arts sug-
gested students should acquire an ‘appreciation’, and an ‘enjoyment’ of participation in crea-
tive activity. When compared to non-arts areas which extol for example, ‘mastery’,
‘understanding’ and ‘knowledge’ Drury asserted that it was hard to escape the conclusion
that appreciation and enjoyable participation are ‘a bit soft’. Drury was despairing of the
deficiencies in understanding the distinctive educational significance of the arts, with conse-
quent failings in understanding the nature of human intelligence. Declaring this as wilful
neglect on the part of the Department of Education, Drury held that recommendations made
on dance since the first W hite Paper on Educational Development (Government of Ireland,
1980) ‘might as well never have happened, for all the influence they have had on the Depart-
ment of Education’. A vigorous lobby on the part of the arts sector ensured that the second
paper, Charting Our Education Future, W hite Paper on Education (Government of Ireland,
1995) affirmed the centrality of the arts as part of the curriculum. The White Paper (1995,
21) presents and understanding of arts education as developing the imagination, fostering
important kinds of thinking and problem solving, as well as offering opportunities to
symbolise, to play and to celebrate, thereby assisting the young person to become ‘a tolerant,

critically aware and socially committed citizen who can live with confidence in the world’.

Curriculum revision had begun in the wake of the Quinlan report (1990) under the auspices

of the National Council for Curriculum and Assessment, formerly the Curriculum and
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Examinations Board. Committees representing all of the principal partners and interests in
primary education were established on a phased basis to draw up subject statements and
teacher guidelines in each of the six curriculum areas: language; mathematics; social envi-
ronmental and scientific education; arts education; physical education; and social, personal
and health education, due to be completed in June 1995 (National Council for Curriculum
and Assessment, 1995a). A committee on arts education and another on physical and health
education were set up in 1992 and 1993 respectively; in each case drawing on a range of
interests and expertise, including members of the Inspectorate of the Department of Educa-
tion and the Arts Council. The arts education committee worked in plenary on general
matters, and in the case of music and visual arts, in specific syllabus development working
groups (National Council for Curriculum and Assessment, 1995b, 1995¢). In line with
recommendations of the Quinlan report, the arts education committee were tasked with
addressing the absence of an overarching rationale for inclusion of the arts within the educa-
tional system, and to place greater emphasis on 'art appreciation’ in order to balance
‘expressive activities’ which were thought to dominate the 1971 arts curriculum. Of particu-
lar note, is that drama was introduced to primary education as a separate subject area for the
first time under the 1998 Education Act. Case-making and deliberations on this significant
development are in evidence throughout the working documents of the arts education
committee (National Council for Curriculum and Assessment, 1995b, 1995¢). Committee
proceedings demonstrate an understanding of dance as part of arts education (National
Council for Curriculum and Assessment, 1995b, 1995¢). However, there is no evidence to
suggest that the positioning of dance within physical education was contested by either the
arts education committee or the physical education and health committee. Minutes of a
meeting held in May 1993, record the importance of ‘tactile-kinaesthetic’ learning in early
childhood and note that the 'present generation is more at ease with dance as an expressive
form then were in previous generations'. A position paper on the contribution of the arts to
education tabled in June 1993, includes references to The Dancer and the Dance (Brinson,

1985), and where arts education disciplines are listed dance is frequently included. In
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February 1994, the visual arts syllabus working group requested input from 'a dance ex-
pert' (National Council for Curriculum and Assessment, 1995b, 1995¢). The documentation
noted the categorisation of dance under physical education. The absence of documentation
on substantive issues such as rationale, syllabus content and teacher education — present in
arts subject areas, suggests that the arts education committee regarded these as entirely

within the remit of the physical education and health committee.

The physical education and health committee was sub-divided into physical education and
health education working groups (National Council for Curriculum and Assessment 1995a).
A suite of discussion documents and papers prepared by the physical education working
group include references to Laban's movement analysis (National Council for Curriculum
and Assessment, 1995a). Documentation recorded in April 1994 shows that the focus is on
expressive movement with 'use of the body as an instrument of expression and communica-
tion'. By June 1995, the term 'dance' appears interchangeable with the term 'expressive
movement'. While stated objectives of the dance programme aimed to introduce children to
'the art of dance', this was to be achieved through activities leading to an appreciation of
‘expressive movement’. There is no mention of dance idioms, materials or repertoire other
than Laban's art of movement principles, Irish and international folk dance (National Council
for Curriculum and Assessment, 1995a). Documentation suggests that the positioning of
dance as an element of the physical education programme was uncontested (National Coun-
cil for Curriculum and Assessment, 1995a). Minutes of the meeting held in May 1995,
record that an initial discussion on dance had taken place with members of the arts education
committee (National Council for Curriculum and Assessment, 1995a). No details on this
discussion were found in either the arts or physical education files. It is possible, given that
the committee process was due for completion the following month that no further action or
debate occurred. It appears that an opportunity was lost for dance at a time when the drama
lobby sought and won a distinct position in the curriculum for this area of practice. While

dance as a separate subject may not have been achieved, an informed advocacy effort might
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have increased the visibility of dance, and gained better recognition and status for the art
form within wider government policies impacting on curriculum development. Of interest
here is the apparent absence of a lobby on behalf of the dance community, which had exerted
considerable influence during the 1980s. The Dance Council of Ireland, founded in 1985,
had a remit in education with representation on the board (Arts Council, 1987b). The
Council, which had exercised is remit in education since it was founded, had ceased trading
by the mid-1990s. The successor agency, Dance Ireland is focussed almost entirely on the
theatre dance community and the needs of dance artists. Without the support of a lead
agency, it’s possible that the dance education sector has found unified approaches on matters

of concern difficult to achieve.

More recently, research conducted by the Arts Council (Ni Bhriain, 2012, 2014) in partner-
ship with the Department of Education and Skills* Junior Cycle Teachers programme into
the feasibility of developing short courses in drama and theatre could provide useful insights
and perhaps, a model of implementation for dance in secondary education. The revised
junior cycle framework, to be introduced in 2014, includes the option for schools to offer
short courses in a range of areas including artistic performance (National Council for Curric-
ulum and Assessment, 2011). It is envisaged that short course options will be introduced at
an early stage in junior cycle developments and will offer schools the opportunity to engage
in curriculum development with, inter alia, other schools, external organisations and
agencies. New avenues for dance learning could be explored within this context that might
draw on dance expertise in the design of course templates and their delivery within
participating schools. Of note, is that a partnership approach to curriculum development in
dance involving the Arts Council and the Department of Education has not occurred since
the junior cycle syllabus project in the 1980s (Leonard, 1987; 1988; 1989). There are also
significant developments evident within the early childhood education. Development of
quality standards and curriculum frameworks such as 4 istear (National Council for Curricu-

lum and Assessment, 2014) has opened up possibilities of incorporating innovative work in
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early childhood education settings. The Arts Council recognised emerging early childhood
arts practices within the arts sector and has supported a number of pilot projects and artist
residencies with a view to positioning itself within the early childhood arts policy domain.
The process was informed by arts and education specialists in the field including Earlyarts
UK (Arts Council, 2013). However, the primary focus was on visual arts, music and litera-
ture reflecting the nature of the activity in the arts sector. The lack of Irish-based dance
artists with expertise in this area of practice is regrettable. Developments elsewhere might
inform the situation in Ireland. For example, in the United Kingdom, a ten-year collaborative
research project which explored partnerships in which dancers use their knowledge and
skills to “put dance at the heart of young children’s and families everyday life’ was set up in
response to a perceived lack of confidence amongst early years practitioners about support-
ing movement activities with babies and young children (Jabadao DMP, 2009, 1). In the
United States, information on developments in early childhood movement and dance
programmes, including the promotion of quality standards, can be accessed through the
National Dance Education Organization (2014a). In Ireland, there is some level of interest
indicated within the dance education sector. Whelen’s study (2012) investigated how
creative dance might support the development of young children’s learning dispositions
through the Aistear framework. Principles of the midway model (Smith-Autard, 1994, 2002)
informed a pedagogical approach used in the lessons which emphasised collaborative
engagement through exploring, creating and performing dance. Evidence of ‘enjoyment’
occurred frequently throughout the study, emerging as an overarching theme used to
illustrate a relationship between reciprocity, playfulness and resilience. Whelan contends
that ‘enjoyment’ connects these three learning dispositions which she maintains, was
demonstrated by the children’s enjoyment of activities which placed emphasis on collabora-
tive dance composition, enabling the children to create and to perform to their own dances.
This study is a welcome development, however for dance to be sustained within areas of
social and education policy, artists, teachers and childcare practitioners need greater access

to professional development programmes suited to their needs and that meet the required
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standards set down by the relevant authorities.

While development has taken place since the 1971 curriculum, it is not at a pace equal to
dance curricula in other jurisdictions which also relied heavily on the Laban framework in
the 1960s and 1970s. In Ireland, for children and teachers to experience dance as art educa-
tion, physical education departments would need to ensure that programmes in dance
adequately fulfil the curriculum aims, including evaluation and assessment, identified for
arts education. It’s unlikely that a physical education department would, or even could
organise programmes to meet the aims and objectives of two curriculum areas, particularly
as dance is only one strand among six in physical education requiring such facilitation. It’s
possible therefore, to surmise that an understanding of dance - as an area of physical educa-
tion delivered within physical education, still persists. Until dance is given due attention
within initial teacher education its contribution to the primary school curriculum will not be
realised. Nor will it contribute to student teachers’ own development and growth as creative
individuals independent of their status as future teachers. The full force of its vocabularies,
techniques, knowledge, skills and methodologies; its value as a means of developing
interpretive, analytical and evaluative skills; and its contribution in terms of establishing
connections with other areas of the curriculum, particularly other arts areas — all of which
feature in arts education programmes seeking excellence (Seidel, 2009; Winner, 2013), will
continue to be denied to children and teachers. The realignment of teacher education
colleges currently underway (Department of Education and Skills, 2012) and the revision of
the Bachelor in Education programmes to four year courses with major and minor specialism
options may provide new opportunities for arts education programmes, including dance,
within these centres. Brinson (1985) observed that in the United Kingdom and worldwide, it
was not until the full force of the dance community was harnessed with single purpose in
pursuit of better understanding and treatment of dance within educational systems that
change of status occurred. The status and recognition of dance in government policy is

central to how the art form is understood and regarded within the educational system. The
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following section outlines how dance has fared within state policies since the first Arts Act

was instated in 1951.

2.6 The status and recognition of dance in Irish government policies since the first
Arts Act, with consequent impact on dance education

Ireland’s first Arts Act (Government of Ireland, 1951) did not specify dance amongst the art
forms listed. The Act states that ‘the arts’ means painting, sculpture, architecture, music,
drama, literature, design in industry, and the fine arts and applied arts generally. Cinema was
added as an amendment to the second Arts Act (Government of Ireland, 1973). The Minister
for arts and culture, Sile de Valera T.D. (Dail Eireann, 1998) stated that in preparing for the
new Act she was aware that dance was regarded as ‘the Cinderella of the arts’ and gave
assurances that this situation would be reviewed to ensure the art form would be given great-
er stature within the new legislation. The 1951 and 1973 Acts were repealed under the third
Arts Act (Government of Ireland, 2003) and a broader interpretation of the arts was intro-
duced being, “any creative or interpretative expression (whether traditional or contemporary)
in whatever form, in particular the visual arts, theatre, literature, music, dance, opera, film,
circus and architecture’. Deputy Michael D. Higgins (Dail Eireann, 2003) recorded his
dismay that earlier state legislation on the arts had not included dance as an artistic activity,
declaring ‘it was just left out’. In responding, the then Minister for arts and culture, John
O’Donoghue T.D. acknowledged that the new Act defined dance as an art for the first time
in the history of the state. The agency charged with responsibility for the support and devel-
opment of the arts in Ireland is the Arts Council/An Chomairle Ealaion. The agency was
established under the Arts Act in 1951. Annual reports for the years 1951 — 1976 show that
financial support for dance in those twenty-five years was exclusively for ballet. Following
publication of the Brinson report (1985), the Council decided that the Irish National Ballet
model was not the most appropriate framework for dance development and that the
IR£420,000 subsidy given to the national company could be better spent elsewhere in dance.

The 1988 annual report (Arts Council, 1951-2011) records examples of new funding for
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dance which include contemporary dance companies; dance education initiatives at
Thomond College; support for the newly formed Dance Council of Ireland founded in 1985;

and the establishment of Daghdha Dance Company.

The need for specialist knowledge within government departments and agencies and was
highlighted by Brinson (1985). While the Department of Education Inspectorate had until the
early 2000s included graduates of St. Raphael’s College of Physical Education, O’ Dowd’s
(2006) study identified a lack of specialist knowledge in dance in the Department of Educa-
tion and Skills. The stark absence of specialist dance knowledge at staffing and board level
of the Arts Council was somewhat addressed in 1979 with the appointment of a Drama and
Dance Officer (Arthur Lappin 1979 - 1985). This post became ‘Education and Dance’ in
1985 (Martin Drury 1985 - 1990). While neither post-holder brought specialist dance experi-
ence to their roles, significant developments occurred impacting on both dance-in-education
and dance education. Recorded in The A rts and Education 1979-1989 (Arts Council, 1989,
27-30) these included publication of the Brinson report in 1985; the Mount Temple confer-
ence in 1985; joint initiatives with Thomond  College of Education; increased funding for
Barefoot Dance Company, a community dance company based in Wexford, set up in 1980
by Cathy O’Kennedy. The 1987 annual report shows that funding for dance had reached a
high of seven per cent of the total expenditure on art form areas by that year. Following the
resignation of the Education and Dance Officer, in 1990, the dance role at the Arts Council
disappears for six years. The Education post was filled but the dance portfolio was not. An-
nual reports for the period 1990 to 1996 (Arts Council, 1951-2011) record the absence, ex-
plained as being due to financial constraints. Funding for dance dropped to its lowest point
since support for Irish National Ballet began in 1976, not exceeding two per cent of Arts
Council expenditure on art form areas throughout the years 1991 to 1997. The newly ap-
pointed Minister for Arts and Culture, Michael D. Higgins T.D. (Dail Eireann, 1994) drew
attention to areas of neglect, including the need for more funding for dance. In 1996, a

“Youth Arts and Dance’ post was established and an appointment made. Swift (Zrish Times,
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1996, 14) welcomed the appointment ‘following a six year absence’ at the Arts Council and
noted that the appointee had ‘extensive dance and education experience’. In 2004, a new
post entitled “Young People, Children, and Education’ (YPCE) was established, to which the
serving youth arts/dance officer was appointed. A separate part-time dance post was created
and has been maintained to the present day. The absence of dance experience at board level
was eventually addressed in 1993, by five-year term appointments of Patrick Murray in
1993, Mary Brady 1998, Mary Nunan in 2003 and Paul Johnson in 2008. Lack of recogni-
tion of choreographers by Aosdéna, an affiliation of creative artists engaged in literature,
music and visual arts in Ireland established by the Arts Council in 1981, was also righted to
some degree. In 2004, Aosdana was informed by the Arts Council that membership was to
be opened up to choreographers and architects, as new disciplines (Arts Council, 2004).
Aosdana membership is limited to two hundred and fifty places and in 2011, stood at two
hundred and forty-nine, two of which are choreographers, five are architects (Arts Council,

2010).

Reports on dance education and training in Ireland (Brinson, 1985; Leatherdale and Todd,
1998; Marzin, 2003) repeatedly point out that the absence of Irish-based vocational training
opportunities holds back the development of professional practice in Ireland. Historically,
this may be due, in part, to the failure of the Irish National Ballet company to establish a
school, ‘most of the dancers had to be brought in from abroad” (Fleischmann, 1998, 198).
Joanna Banks (cited in Mulrooney 2006, 217), a principal dancer with the Irish National
Ballet company, expressed the view that ‘there needed to be a high calibre school in place
that would feed young Irish dancers into the company’. Benson (1979) had identified a need
for an Academy of Dance, for tuition and development of ballet, contemporary and tradition-
al dance. Brinson (1985) urged the Arts Council to engage with the Department of Education
stating that there cannot be a significant development of classical ballet or modern dance in
Ireland without a national school of good quality. Leatherdale and Todd (1998) found that

other than in Irish dancing, there were no full-time vocational education and training routes
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for dance situated in Ireland and also encouraged engagement with the Department of
Education towards achieving a framework for vocational dance qualifications. Renshaw
(1999, 2) proposed an Academy for Performing Arts to include dance studies, that would
create ‘an educational environment which promotes practice-based research, continuing
professional development and innovative approaches to design and delivery of teaching’.
Marzin (2003) proposed a professional curriculum for dance that would provide adaptive
courses enabling students to pursue secondary education and pre-vocational dance training
leading to full-time options in contemporary dance idioms. To date, no Irish-based contem-
porary dance or ballet company has established a school. Neither are there any education and
training models in place that fully meet the requirements of aspiring dance artists of these
genres which, in the case of ballet recognises the need for early training in dance. Models
which accommodate the need for young people to pursue a career in dance while completing
their second level education are established in the United Kingdom and many European
countries. Such models allow young dancers to learn and absorb the necessary skills,
techniques and safe physical practices during their teenage years that will sustain them
throughout a dance career. In Ireland, pre-professional ballet and contemporary dance
studies usually begin at post-leaving certificate level. Students are very often in 'catch-up'
mode, potentially putting their bodies and minds under physical and mental stress leading to
injuries or difficulties during training or in later years. A lack of access to the requisite early
learning can also place young Irish dance artists at a disadvantage in auditioning for work
with others emerging from international programmes with more advanced skills and better

work practices.

Minister for Education, Mary Hanafin T.D. expressed concerns about the adaptive model
proposed by the Marzin (2003) study (Déil Eireann, 2004). The Minister cited the reduction
of time spent on academic studies, and the heavy combined workload proposed for pupils
who are still at a young age. Of note is that courses which place the type of “workload’

described by the Minister have been available in music performance since the birth of the
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Free State, with courses accredited and supported by the Irish government in for example,
the Royal Irish Academy of Music, established in 1894. In dance, the only option currently
available to second level students in Ireland is the Leaving Certificate Applied (LCA),
unique within the curriculum in that it offers dance modules as part of the Arts Education
course (Department of Education and Science, 2000). Graduates cannot, however, enter
Universities or Colleges of Technology, which is a serious impediment for students wishing
to follow the only accredited dance option within the curriculum (Leatherdale and Todd,
1998). The syllabus has its origins in the Vocational Education system. Patricia Glynn, a
graduate of Thomond College, was instrumental in its design. During the 1980s, Glynn
developed a highly successful Post-Leaving Certificate (PLC) dance course at Marino and
was awarded Arts Council bursaries to support her dance studies at LABAN in London, and
a Masters in Dance at the Tisch in New York. On her return, Glynn led the design of the
dance modules for the Leaving Certificate Applied Programme. Deputy Eamon Gilmore
(Dail Eireann, 2009) asked why the Leaving Certificate Applied performing arts course,
which contains a strand for dance, cannot be modified for inclusion in the mainstream
Leaving Certificate. He pointed out that many students who were pursuing dance in private
classes or youth dance groups outside school - and other activities such as drama in youth
theatres, are high achievers academically. He asserted that confining dance and drama to the
Leaving Certificate Applied discriminated against these students. Minister for Education,
Batt O’Keeffe (Déil Eireann, 2009) pointed out that the level of demand for such an
approach would need to be determined. He stated that the Leaving Certificate Applied
programme is taken by some seven per cent of the student cohort. A maximum of four
credits from a total of two hundred credits is available for the dance component. O’Keeffe
confirmed the “applied’ certificate does not permit direct entry into higher education, but
students may progress to Post Leaving Certificate courses and from there upwards to higher
education. Faced with competing needs for investment in education, he stated that main-
streaming dance education as an examination option in the main Leaving Certificate

programme was not a priority at that time. There are currently four Post Leaving Certificate

63



courses in dance, one in Cork and three in the greater Dublin area which offer pre-
professional courses in dance performance and/or teaching qualifications in ballet. The
Marino course, mentioned above, is not included as this course now focuses on theatre stud-
ies. In the case of theatre and drama studies, there are a wide range of third-level options
available in Ireland. In contrast, the majority of young people seeking a career in dance,
particularly in performance dance, travel abroad either on a scholarship awarded by the
school or at their family’s expense. Arts Council annual reports show that dance perfor-
mance scholarships were introduced in 1977 and continued until 2001. Madden (/rish Times,
2002) notes that scholarships for vocational training abroad were phased out, seen by the
Arts Council as competitive and an unreliable means of supporting dance training. In 2010,
the Arts Council and the University of Limerick undertook a feasibility study (O'Brien,
2010) towards establishing a programme for young contemporary dancers who by necessity
have had to complete their professional training abroad. The programme, which got under-
way in 2011, enables young dancers to interact with and reconnect to the Irish theatre dance

community.

2.6.1 Public perception of dance

It would appear that the bleak scenario within formal and professional education is in stark
contrast to public participation levels in dance as a social activity. An Arts Council audience
and participation survey (Clancy et al., 1994) shows that more than one-third (thirty-five per
cent) of those surveyed had participated in one or more of the twenty five activities listed. Of
the twenty-five activities, the highest participation levels recorded were in Irish dance (set
dancing) and disco dancing, closely followed by involvement in choirs. A comparative
survey, carried out ten years later showed similarly high involvement in social dance activi-
ties (Hibernian Consulting, 2006). Moreover, the popularity of social-dancing is not unique
to Ireland, a Eurostat survey found that in the twelve months prior to that survey, twenty two
per cent of Europeans ‘had danced’ the highest level of involvement of all activities meas-

ured (Hibernian Consulting, 2006, 103). Of particular note is that the Hibernian study reports
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that a clear first preference of the public for spending on the arts was “arts programmes and
facilities dedicated to working for and with children and young people’ which shows that
fifty four per cent of those surveyed selected this as either their first or second priority,
significantly ahead of any of the seven other categories listed. This represents a marked
increase on a 1994 figure which was already high. National research undertaken to inform
Teenspace National Recreation Policy (Office of the Minister for Children, 2007, 49) found
a very high level of interest and participation in the arts with dance emerging as ‘the most
popular hobby for girls’; dance (mainly hip-hop and other popular forms) is the most
frequently quoted ‘like to join® activity by girls. Participation in organised youth dance
groups is a growing area of practice in Ireland. McGrail (2000) proposed that youth dance is
a discrete area of dance practice as it operates without a standardised syllabus, encompassing
instead a variety of approaches to dance which suit the needs and interests of a given group
of young people. Making Y outh Arts Work (National Youth Arts Committee, 1993)
acknowledged non-formal education experiences as an important cultural dialect, embodying
certain socio-cultural experiences which are encoded nowhere else. However, Coughlan
(2004) holds that youth arts must be viewed as complementary to provision within the
formal education sector and that one cannot be reviewed without considering the other.
Deputy Jimmy Deenihan (D4il Eireann, 2003) contends that growth within the art form is
shaped by the formal education experience. He pointed to an absence of positive promotion
of dance within the education system, seriously restricting developments within the dance
infrastructure generally. This he noted was the case despite the social experience which sees
‘large numbers taking part in a wide range of dance activities’. It is the case that while high
levels of participation in Irish traditional dance and social dancing is evident in these studies,
public support in terms of audience attendance levels for art form genre is low. The
Hibernian study (2006) found some eighty-two per cent of people surveyed agreed that lack
of an arts education in school was a significant obstacle to developing an interest in the arts.
A National Economic and Social Forum statistical analysis of public involvement in the arts

found that the most important socio-economic factor influencing whether or not people
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attend arts events was levels of educational attainment (Lunn and Kelly, 2008). While access
to the arts in school also featured, the impact of arts education on attainment levels in main-

stream education, or any relationship between the two, was unexplored.

The Arts Council’s (2014, 14) most recent strategic review identified as a key strategic
priority issues relating to two particular cohorts of the population. These were:

. Large sections of the population, chiefly defined by socio-economic circumstanc-
es, but critically related to educational attainment, do not engage in the arts (as
supported by public funds through the Arts Council).

. Formal arts education in the Irish school system remains poor and public arts

provision for children and young people is uneven in distribution.

Proposals identified in the Arts Council’s review of strategy prioritise children and young
people in both formal and non-formal education settings. In addition to developmental
initiatives already mentioned in the area of junior cycle reform and early childhood and care
contexts, an artist residency programme in colleges of education is also now underway.
Prompted by measures identified in the Arts in Education Charter (Department of Arts,
Heritage, and the Gaeltacht, 2013) and organised in partnership with the colleges, there are
currently six three-year residency programmes in place. Two of the residency programmes
are with dance artists. The dance residencies are situated in the Froebel Department at
Maynooth University and in St. Patrick’s College at Dublin City University. The Froebel
model is a collaborative venture between the arts and physical education departments; the
residency in St. Patrick’s resides wholly within the physical education department. Drury
(2010) in a keynote address on the arts in education given at a colloquium held at Mary
Immaculate College of Education University of Limerick, notes that some artists are
‘disposed personally and skilled professionally’ to work in educational contexts, and some
teachers are disposed personally and skilled professionally to create and facilitate arts expe-

riences for children. Describing these capacities as discrete lines of  latitude and longitude
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which at a point of intersection he maintains, can enable high quality arts experiences for
pupils and students. By enabling quality encounters between future teachers and artists with
a fluency in the language and traditions of their art form which is negotiated and facilitated
by skilled pedagogues who know and understand the needs of their students, it is hoped that
in time, the experience gained will exert positive influence on how the arts are accessed and

experienced in the primary school classroom.

2.7  Conclusion

A review of the literature informing this chapter reveals a dearth of available research in the
area of dance and education in Ireland. A digest of information on seventy-two research
reports published in relation to the arts in education in Ireland between 1979 and mid-2007,
as well as more detailed summaries of fourteen of these reports includes three titles on dance
(Arts Council, 2007). In comparison to titles included in other performing arts areas which
demonstrate research interest in a range of fields including education, health, community and
arts sectors, the three reports on dance were all commissioned by the Arts Council. On a
positive note, the situation of Irish traditional dance has steadily improved since the intro-
duction of Ireland’s first primary school curriculum in 1926. This is due largely to the work
of An Coimisiun Na Rinci Gaelacha and more recently, to the internationally acclaimed
Riverdance show, and developments at the Irish World Academy of Music and Dance at the
University of Limerick. However, even within this well promoted genre which enjoys a
reasonably secure infrastructure with state supports in place, there is scant research or
account of its role and function within formal education. Central to the debate on dance
education in Ireland is its positioning within physical education which confuses its status as
a discrete area of arts education. Tensions exist between art of movement and art of dance
teaching and learning (Fitzpatrick, 2000). While a coherent rationale for dance as art educa-
tion emerged in the 1980s, Laban (1948) is the dominant ethos and an understanding of
dance as ‘movement’ education continues to inform the teacher education experience.

Laban’s 1948 principles and practices and subsequent development by practitioners such as
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Preston-Dunlop, however, have been reduced to a basic interpretation of his movement
analysis. Thematic approaches and ‘free dance’ ideologies and techniques are not apparent.
While ‘appreciation’ is given as the main learning outcome of the dance syllabus with access
to dance ‘product’ recommended, resources for folk dance are minimal and none are offered
for creative dance. Serious time constraints in timetabling for dance appear in both schools
and colleges of education with the result that little progression in student or pupil learning
occurs. A lack of access to dance in school means that aspirant primary school and physical
education teachers enter third level without knowledge or experience of the art form in an
educational context. Therefore, an attitude which regards dance as an activity occurring only

in recreational or non-formal education settings persists.

Benson (1979) called for good arguments to be made across all art forms, in order to
persuade educationalists and policy-makers that the arts have a serious and unique contribu-
tion to make to education. Brinson (1985) brought fresh energy and insight to debates on
dance and dance pedagogy in Ireland not seen since the expansion of dance programmes at
St. Raphael’s College by Mona Wren in the mid-1960s. His research and subsequent report
informed a rationale for dance as art education articulated in curriculum documentation in
the mid-1980s (Arts Council, 1985a). Leonard (1987, 1988, 1989) maintained a dance as art
stance arguing its importance in the context of teacher development programmes. Important
programmes in dance at Thomond College got underway in the early 1990s which included
Mary Nunan’s dance residency and the establishment of Daghdha Dance Company.
However, the apparent disconnect between arts education and physical education interests in
curriculum and assessment processes organised by the National Council for Curriculum and
Assessment (1993) in the first half of the 1990s represents a missed opportunity for dance
education in that it failed to build on the work carried out in the 1980s. Leadership in terms
of'advocacy and expertise, which seemed evident in the 1960s, largely emanating from St.
Raphael’s College of Physical Education, and in the 1980s through the work of the Dance

Council of Ireland, has in more recent times fallen away. The lack of Irish-based initial and
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continuing professional development opportunities for dance artists interested in the educa-
tional field, and any company or performance programmes dedicated to producing work for
young audiences weakens the overall position of dance education. A professional dance
community with expertise and interest in dance-in-education might bolster, interact with,
and resource the development of dance within the educational system at all stages — from
early childhood education through to further and higher education. While significant devel-
opments have occurred, in particular in Limerick and Dublin centres, the low status accorded
to the art form in government policies, together with the continuing absence of undergradu-
ate and artist formation training options in Ireland continue to hamper overall development
of dance in Ireland. Robust advocacy on the part of the wider dance community, particularly
at critical junctures in curriculum development and policy-making, that might draw on the
relevant reports, inform debate, develop strategic relationships, harness public support for
dance and raise visibility towards encouraging increased status for dance within the Irish

educational system is lacking.
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Chapter Three
The Art of Dance in Education Midway Model

3.1 Introduction

This chapter examines the background and development of a particular model of dance
education not implemented in the Irish curriculum. As mentioned in chapter two, Laban’s
modern educational dance came under scrutiny in the 1960s and 1970s. Ideologies and prac-
tices upheld in the model were contested and challenged by Curl (1966, 1967a, 1967b,
1968a, 1968b, 1969), and Redfern (1973). In the context of significant developments in
modern and contemporary theatre dance in England, new theory emerged which proposed
that dance in primary, secondary and tertiary education ought to be situated within the
aesthetic domain. The term ‘dance as art” was used to distinguish content and methodologies
which are different from those associated with former terms such as ‘modern educational
dance’, ‘creative dance’ or ‘expressive dance’ (Smith, 1987, 1988). The conceptual basis
underpinning the ‘art’ model is a threefold framework, whereby ‘performing’, ‘composing’,
and ‘viewing’ experiences are presented as an interrelated process which aims to progress
teaching and learning in dance as artistic, aesthetic and cultural education. Capitalising on
the perceived opportunities for dance pedagogy presented by the emergence of new contem-
porary theatre dance forms in England, advocates of ‘dance as art’ theory and practice
reformed primary, secondary and tertiary dance education syllabi in the United Kingdom.
The shift from Laban’s educational model was a gradual process, taking some twenty years
for dance as art to become established as the consensus approach (Smith-Autard, 1996). The
background and development of the ‘dance as art” approach is examined in detail in section
3.2. Dance theorists and educators promoting dance as art sought to have dance removed
from the physical education curriculum, and established as a discrete area of arts education
aligned with other arts disciplines for example, music and visual arts. The situation of dance
within physical education is considered in section 3.3. The three-stranded ‘art’ approach was

adopted into the English and Welsh curriculum as part of 1988 revisions. Scotland and
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Northern Ireland, although regulated separately, followed a parallel development. As out-
lined in chapter two, this was not the case in the Irish curriculum, where dance education

remains rooted in Laban’s movement principles.

The evolving curriculum brought radical changes to syllabus content and methodologies.
Not all changes were deemed appropriate, particularly within secondary education, where
the introduction of assessment processes in 1986 surfaced tensions which were largely asso-
ciated with an overuse or misuse of skills and teaching methodologies associated with pro-
fessional theatre dance (Cole, 1993). A search for solutions which might incorporate dance
as art ideologies alongside Laban methodologies amongst dance educators was evident
(Russell, 1974). A midway solution was proposed which sought a more balanced approach
between product oriented practices associated with professional dance and process oriented
practices associated with the former educational framework (Smith-Autard, 1987, 1988).
This study explores the midway model’s relevancy and applicability to initial teacher educa-
tion programmes in Ireland. With this in mind, the main features of the midway model,
which promotes the use of multimedia resource-based methodologies, are examined in sec-

tion 3.4. An application of the midway model to an Irish context is presented in chapter five.

3.2 Background and development of dance as art theory

3.2.1 The impact of Laban’s art of movement principles on dance education in Britain
The Gulbenkian report on dance education and training in Britain (Brinson, 1980) records
that dance appeared as part of the British school curriculum with the introduction of the
Syllabus of Physical Training for English and Welsh primary schools in 1909. The syllabus
was informed by Swedish and central European calisthenics and eurhythmics and included
folk dances of various British and European styles. Revisions undertaken as part of the 1919
and 1930 syllabuses, including in the area of dance, were informed by women’s physical
education colleges, the first of which had been established in England in 1885. By the mid

1960s, six women’s physical education colleges were established (Robbins, 1963). The
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Robbins report notes that teacher education colleges were first established in the nineteenth
century by voluntary, mainly religious, bodies to train teachers for the schools they had set
up. Local education authorities entered this field early in the twentieth century. The colleges
offered a general course mainly for those entering straight from school wishing to teach
either in primary or in secondary schools. Course duration was increased from two years to
three in 1960. Robbins commends the ‘high quality’ of specialist colleges for women teach-
ers of physical education and domestic science and recommended their future should lie in a
gradual enlargement of scope and subjects covered, while retaining high standards in their
specialist areas. Developments in Ireland, while on a much smaller scale, followed a similar
route, as outlined in chapter two. The relationship between dance and physical education in
England, Wales and Northern Ireland remains the case to the present day. In Scotland, as
part of revisions begun in 2004 and implemented in 2010, dance is now positioned in the

expressive arts curriculum (Education Scotland, 2004; Clark, 2011).

Brinson (1980) informs that classical ballet was the prevalent theatre dance form in Britain
until the mid-1960s with a system of private schools established throughout the United
Kingdom. At its pinnacle was the Royal Ballet School, which had by then secured an inter-
national reputation as a centre of professional training. However, the codes and techniques of
ballet were not thought appropriate for use in schools. Instead, changes and developments
elsewhere were brought to bear on the dance experiences available in British schools from
the early 1900s onwards. Dominant among these influences were the performances of
American dance artists Isadora Duncan, Ruth St. Denis and Loie Fuller. Duncan's challenge
to the codes and conventions of classical ballet, which she saw as physically and intellectual-
ly restricting, and her choreographic ideas inspired by ancient Greek artefacts found
particular resonance with the artistic ambition of some British dance exponents. Amongst
these were Ruby Ginner, Madge Atkinson and Margaret Morris, all of whom opened private
schools that broke with the traditions of ballet, developing dance materials based on Greek

revivalist ideals or, in the case of Atkinson, so-called natural human movement. Atkinson
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(1885-1970) developed a teaching system known as Natural Movement and together with
Anita Heyworth, was a founding member of the London College of Educational Dance.
Jacqueline Smith-Autard attended classes in Narural Movement with Atkinson (Smith-

Autard, 1996).

The most important influence by far on the British curriculum was the ideas and presence of
Rudolf Laban who arrived in England in 1938 (Cole, 1993). Laban was first and foremost a
dance theatre artist and choreographer in the self-styled, highly expressionistic 4 usdruck-
stanz form and before taking refuge in Devon, had been the leading dance theatre exponent
in Germany (Laban, 1975). In addition to dance and physical education contexts, his
research and analysis of general human movement informed many movement related
practices in England and elsewhere, including a system which aimed to maximise factory
workers’ efficiency (Laban, 1947). Foster (1977, 35) maintains that there was ‘an element of
chance in the way Laban had his interests directed towards education’. His interest in
teaching, before moving to England, was primarily in the area of professional dance training
(Maletic, 1987). Central European Dance or Modern Dance, as A usdruckstanz was known in
the United Kingdom, arrived in England in 1932 when Lesley Burrows returned to set up a
studio in Chelsea having studied at Mary Wigman'’s school in Dresden, Germany (Brinson,
1991). Laban's ideologies and teaching system were introduced to women's physical
education courses by Joan Goodrich of Bedford College of Physical Education who had
studied at both the Burrows studio and with Mary Wigman in Dresden. Laban’s general
movement principles informed The Dance as Education (Jordan, 1938), the first British text-
book on modern dance in education, which was as influential in its day as Laban’s post war
writings (Brinson, 1980). Brinson credits Jordan’s 1938 publication as the first British text-
book in the field however, the publication title given in his report is Childhood and Move-
ment, which is Diana Jordan’s second book, published in 1966. Jordan had studied with
Burrows and Wigman. Burrows and Jordan were instrumental in organising summer holiday

courses for teachers in various centres throughout the United Kingdom. These courses, the
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first of which was taught by Laban in London in 1940, were instrumental in promoting
content and methods espoused in Modern Educational Dance (Laban, 1948) and elaborated
upon in subsequent publications by Laban students, most notably Preston-Dunlop (1963) and
Russell (1965, 1969). As mentioned in chapter two, lecturers from St. Raphael’s College of
Physical Education attended Laban holiday courses in England in the late 1960s in order to
introduce the Laban framework to courses in Ireland (O’Loan, 1973). Laban’s approaches
were increasingly adopted into the British physical education curriculum and consolidated
into primary and secondary initial and continuing teacher education programmes throughout

the 1950s and 1960s.

Laban’s ideologies and teaching approaches suited the child centred, open methodologies
introduced and promoted as part of curriculum revision under the 1944 Education Act. The
Act organised education into three progressive stages — primary, secondary and further
education. A government publication - Moving and Growing Part 1 and Part 2 (Ministry of
Education, 1952, 1953), replaced the 1933 primary education syllabus for physical educa-
tion. The Plowden report (1967) on primary education acknowledges the impact of Moving
and Growing in promoting acceptance of Laban’s general principles of movement in educa-
tional contexts. The report refers to Laban's early work in theatre and dance, and to the
influence of modern educational dance in girls’ secondary schools in England. However,
Plowden asserts that it was Laban’s general human movement principles that were adopted
for their value in all strands and stages of the physical education curriculum. Furthermore,
the report encourages a broad and comprehensive use of the term ‘movement’ to include not
only games, gymnastics, swimming and so on, but also ‘expressive movement of dramatic
and dance-like quality’. Collapsing all aspects of physical education into the overarching
outcome of ‘movement’ education was a radical shift. In the case of modern educational
dance, it was the inverse of Laban’s (1948) intention which positioned his highly technical
analysis of human movement as a means of achieving a richer and more fulfilled dance

experience, not as a curriculum subject. Laban’s early advocates in England had emphasised
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the experience of dancing itself, seeing this as a means of developing expressive power
(Brinson, 1991). Jordan’s publication, The Dance as Education (1938), placed great empha-
sis on the benefits of spontaneity which she saw as 'the greatest characteristic of modern
dance'. She devotes a chapter to self-expression which includes statements by children —
participants in her own classes - on their experiences of modern dance. The children's
comments, selected perhaps for the positive sentiments expressed, emphasise self-
development aspects for example, an allowance to 'express one's feelings', 'no restrictions',
and 'modern dance is the best way of developing one's personality' (Jordan, 1938, 50-51).
Jordan (1938) deplores the fact that dance was not considered as art education . It is telling
that Jordan's (1966) second publication, Childhood and Movement, includes the word
'movement' rather than 'dance’ in the title. The later publication, which presents a
‘movement’ syllabus based on an interpretation of Laban's principles of human movement,
encourages teachers to seek out imaginative and expressive potentialities across a range of
activities including games, gymnastics and drama. Plowden (1967) notes an increasing
recognition of the place of ‘expressive movement’ in primary education, whether as dance or
drama. The report places emphasis on experimental and exploratory methods which when
pursued successfully would ‘transcend the limits” of what can be prescribed or produced by
use of direct methods and cautions against technical content which, if introduced too early
could diminish a child’s ability to play creatively. Plowden captures the enthusiasm of the
time for Laban-based methods, which had become the consensus approach in the United
Kingdom. In primary schools and particularly for girls, emotional development and
self-expression were among the main benefits claimed by the women physical educators for
educational gymnastics, and aesthetic experiences were central to ‘movement education’, the
term associated with dance teaching and learning at that time. Although, in making these
claims, they met with considerable resistance from their male colleagues, who were growing
in numbers following the war, particularly in secondary education, and sought to prioritise
the subject’s physical and social benefits (Bailey, 2009). Bailey’s review of claims made for

the educational benefits of physical education and schoo! sport suggests a distinctive role in
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the acquisition and development of children's movement skills and physical competence, and
attributes in the social domain, would emerge as the dominant claims of positive benefits for
young people. Of interest is that claims in the affective learning domain are almost
exclusively made in a dance context. In addition to tensions regarding the fundamental ethos
of physical education, the Plowden report also failed to foresee the challenge that emerged
from within the dance education sector itself, which would test the relevance of Laban

ideology for dance education, and robustness of the ‘movement’ education proposition.

3.2.2 Challenges to the Laban framework

Curl’s (1966; 1967a; 1967b; 1968a; 1968b; 1969) six articles examine ‘the ever-widening
gap’ between the philosophical foundations underlying Laban’s work, which is rooted in
Pythagorean theory, Plato’s cosmology and Greek myth, and the modern educational dance
practices of the time. Curl (1969) acknowledges that whatever Laban’s philosophy, dance
education had ‘reaped rich rewards’ from his contribution to movement education and the
revision of teaching practices in the United Kingdom. He asserts that the success of Laban’s
methods was bound to lead to an enquiry into underlying principles, particularly in further
and higher education. He further asserts that examination of philosophical and theoretical
underpinnings was not a strong characteristic of those involved in dance and movement
education. With the gradual advancement of dance to degree status Curl asks how, without
discarding Laban’s theories in their entirety, could his ideologies be re-oriented to meet
more stringent aesthetic and academic criteria. His challenge to the Laban model, and to the
teaching profession, concludes with the view that for dance to progress at tertiary level,
practitioners need to adopt a more critical approach to matters concerning dance as a subject
area in general and in that context, specifically to issues relating to the education of feelings
and aesthetic sensibilities. He holds that ‘true aesthetic consciousness’ concerns itself with
the ‘true symbolic space’ of the artist and can differentiate between the actual feeling and
imagined feeling, between self-expression and the formulation and presentation of aesthetic

feelings in the art form (Curl, 1969). Curl argues that philosophical foundations in this
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instance will have artistic rather than cosmic significance. Responding to Curl, Lange (1969)
points out that Laban was an artist not a philosopher. His contributions to modern choreolo-
gy and human movement theory, which were not disputed, must be understood in the context
of his artistic creed which Lange argues was the sum of endless observations and experienc-
es coming from practical involvement. Lange attributes the growing misunderstanding and
confusion which, concurring with Curl he admits was the case in modern educational dance,

to inadequate teaching.

Brinson (1991) comments that for some teachers dance and movement became synonymous.
He notes that the Laban framework was variously described on school timetables as for ex-
ample, ‘modern dance’, ‘modern educational dance’, ‘movement education’ and ‘art of
movement’. He points to confusion amongst teachers about the nature and purpose of dance
education and to heated debate in physical education colleges and at Laban’s Art of Move-
ment Studio on the matter. Adshead (1981) charts developments in third level degree options
for dance in the United Kingdom, including the transfer of teacher education to degree sta-
tus. She points to confusion, evident in course submissions to further and higher education
accrediting bodies, whereby the terms ‘movement’ and ‘dance’ often appeared interchangea-
ble. Redfern (1978) notes that dance exponents such as Duncan and Laban were known for
their ideologies rather than by any distinctive performing technique. Therefore, she posits
that it was not altogether surprising that in education, modern dance came to be regarded
both in practice and in theory as a matter of self-expression, a cathartic experience involving
genuine passions and sentiments. Redfern (1976) agrees that the Laban system had become
the source of a great deal of confusion, suggesting this was partly due to a ‘slavish adoption’
by some teachers to the highly technical terminology that, as with the technical vocabulary
of music, needs to be seen and understood within the context of teaching and learning in an
art form context. Evoking Best (1974), she questions whether dance was understood as
teaching and learning in an aesthetic discipline, and cautions teachers to be wary of claims

made about the educational merits of dance based on slippery notions’ of creativity and self
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-expression. Robinson (1999) notes that debate about the arts in education often places
emphasis on the value of self-expression. While acknowledging this as an important idea, he
points to the difference between giving direct vent to feelings and the creative processes and
traditions of an art form. Artistic processes may be driven by emotional impulses, but rather
than discharging feelings, although this can occur, the aim is to give them form and
meaning. Curl (1969) had urged dance educators to engage in critical discourse with a view
to interrogating a more robust rationale for dance in education, particularly with regard to
shallow notions of self-expression and emotionality. In an art form context, debate on the
nature of actual versus symbolic feeling, and the primacy of feeling over content is not
exceptional. Langer (1953) points out that emotional content in dance works represents an
artistic intention, that dance is virtual not actual. She asserts that ‘feeling’ content is imag-
ined rather than actually felt by the performer. The celebrated American choreographer
Doris Humphrey in her seminal work on dance composition, states:

1 am not an advocate of ‘emoting’ as the keystone to dance structure. It is well to

say again that there is a discipline which must be followed in constructing danc-

es. Just self-expression, provided that can be had at all, is certainly not accepta-
ble. (Humphrey, 1959, 31)

Had dance been a subject in its own right with links developed between artists and educa-
tors, the opportunity for engagement on matters of mutual interest or concern, while perhaps
not always finding alignment, may at least have assisted clarification of educational intention
and purpose. As previously mentioned, new theatre dance forms would bring new opportuni-
ties for dance education. In addition, the emergence of third level degree courses, many of
which developed relationships with the professional dance sector, would prompt new think-
ing and inform the debate from the 1970s onwards. In 1977, the first British BA Honours
degree course in Dance Studies was validated by the Council for National Academic Awards
at the Laban Centre for Movement and Dance, London (Brinson, 1979). Adshead (1983)
records that by 1973, more than one hundred colleges of education and specialist physical

education colleges offered dance within initial teacher education programmes.
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3.2.3 A paradigm shift - from movement education to aesthetic education

In three extended essays on ‘Imagination’, ‘Effort’, and ‘Modern Educational Dance’,
Redfern (1973) undertook a critical analysis of the philosophical, theoretical and pedagogic
bases of the Laban framework. She examined claims made about its participatory nature, its
psychological impact, and its social and recreational benefits. Redfern’s appraisal exposed
weaknesses in the framework however, she did find much that was right ‘and much that was
absolutely right” (1973, 142). Redfern’s (1978) investigation of the connection between
‘movement qualities’ and ‘aesthetic qualities’ in dance explored affinities between Laban’s
‘effort elements” and qualities associated with modern dance. In working with ‘effort’,
Laban advocates sought genuine experiences, understanding that engagement with a range of
‘movement qualities’ enriches and strengthens the human personality thereby ‘bringing the
inner life into a state of harmony and balance’. In theatre dance, performance is not seen as
achieving such an outcome, nor is it taken to be a manifestation of the dancer’s inner
attitude. As dance artists in the post Duncan and Laban era increasingly recognised the
implausibility of the notion of art as the self-expression of the artist, Redfern asserts that it is
possible to see how Laban followers would reject the proposition of dance education as an
aesthetic activity, particularly one that promotes an understanding of aesthetic qualities as
illusory rather than ‘real’ experiences. Redfern points out that in his publication Mastery of
Movement on the Stage (Laban, 1950, 10-11) Laban himself expresses an understanding of
how the artist consciously reproduces ‘inner attitudes’ for purposes of stage performances
whereby such qualities ‘have not to be possessed, but to be pictured and presented’. Redfern
(1973) had urged a reconsideration of dance education maintaining Laban’s movement
principles as a means of informing the materials of dance, but locating the educative process
in an appreciation of dance as art. She contends that Laban’s ‘effort elements’ as presented
in Modern Educational Dance (Laban, 1948) have value in an educational context, once the
metaphysical nature of the theory underlying it, and its focus on performer rather than art
object are understood. Moreover, she recommends that his wider analysis of human

movement could usefully inform critical appreciation processes within a ‘dance as art’
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construct, providing a vocabulary with which to explore and discuss performance, composi-
tion and viewing experiences. While in the United Kingdom the Laban analysis came to be
associated with a particular philosophy and teaching methodology, it was internationally
recognised as a comprehensive notation system used by professional dance notators to
record many styles of dance (Hutchinson Guest, 2005). Regarding critical appreciation,
Redfern (1978) also points out that well planned teacher-guided processes have benefits not
only for dance education, but also contribute to language development in general, and pupils
and students will gain further understanding of how words function metaphorically and liter-
ally. Teaching and learning opportunities through links with music education are also identi-

fied.

Cole (1993) reports that during the 1970s, an interpretation of dance described as
‘aestheticised” movement was progressed for purposes of inclusion in “human movement
studies’ which by that time had become an area of study applied across many branches of
learning in the humanities field. She asserts that the ‘aestheticised’ formulation did not
advance the study of dance. McFee (cited in Curl, 1989) called for conceptual clarity about
what if anything, is different about dance and where its educational import lies whether as a
subject in its own right or as part of human movement studies. Acknowledging the general-
ised nature of the aesthetic domain, which has relevance across many areas of education
including physical education, he argues that what distinguishes dance from other physical
education strands is its artistic possibility. A rationale on grounds of aestheticised movement
alone is he argues, to equate it with physical education. Rather, dance education is the study
of an art form and a case for its place within the curriculum must be made on grounds of its
unique and distinctive contribution to arts education. Redfern (1978, 63) opposes the propo-
sition that general human movement could form the basis of a unique or applied branch of
learning, and claims that it ‘struck a powerful blow in the attempt to establish dance as an
autonomous art form’. For her, a purely kinetic understanding of dance, appraised for its

movement qualities alone, severs it from its art form provenance, and from the fundamental
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principles of choreographic intent and meaning. To those who conceived of dance exclusive-
ly as a participative activity where what is valued most are spontaneity, cooperative endeav-
our and emotional satisfaction ‘in a spirit of warm togetherness’ Redfern poses the question:
why engage with dance when other activities might satisfy these outcomes to a greater
degree. If however, importance is attached to ‘doing” and making’ then she asserts, what is
created and performed no matter how short, becomes subject to standards of some kind.
Redfern (1986) proposes that the matter of establishing standards is an educational factor
that teachers must confront. She contends that teachers must enable their students to struggle
with the nuances of art making while simultaneously widening the learner’s concept of art,
helping them to become more discriminating, more critically aware. An appreciation of
dance, developed progressively through age appropriate performing, comf)osing and viewing
experiences, should be informed by relevant artefacts available for objective viewing and
public discussion (Redfern, 1976). Again, the importance of guided viewing is stressed, in
order to deepen a student’s ability to notice detail, observe contexts and participate in
discourse about dance. For Redfern (1983) aesthetic appreciation is an imaginative achieve-
ment, developed only by practice, and engagement with the art object is core to pedagogy

associated with dance as art.

3.2.4 Which sort of dance?

Redfern (1978) and Smith-Autard (1996) contend that the appropriate genre for a dance as
art syllabus is Western theatre dance which they consider, lends itself to an educational
setting. While techniques and conventions emerged, particularly in the American idioms
such as Graham and Cunningham, deviation and manipulation of these by students and fol-
lowers of the style were not only permitted but often actively encouraged by the originator.
Also, compositional processes in contemporary idioms almost always employ a collaborative
approach between the choreographer and the dancer; the latter seen as the materials for the
work. This joint enterprise usually involves a mix of both prescribed and devised outcomes.

The relationship between those who interpret and perform and those who create has rele-
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vance for an educational setting. In a dance education setting, the outcome is often character-
ised by joint endeavour between the teacher and the pupils, indeed the interpersonal offering

is often valued more highly than the artistic experience (Redfern, 1978).

Adshead (1981) records her unease with the uncritical acceptance of the dance as art propo-
sition, particularly one based exclusively on Western theatre dance. She argues that an ‘art’
orientation, even when set within the wider context of philosophical aesthetics, is just one of
a number of possible perspectives. Adshead cautions that while all forms of dance might be
said to be aesthetic they do not all fulfil the requirements of ‘art’ and indeed do not exist for
that purpose. Adshead proposes that meaningful dance study requires the totality of dance to
be available to the curriculum, including all genres, any style and the full expression and
experience of dance as a human activity. She contends that an ‘art” focus based entirely on
Western theatre dance idioms might turn out to be as constricting for dance educators as the
former ‘movement’ education syllabus had been. Brinson (1979, 1986) had also called for a
wider interpretation, including the then emerging dance as art approach. Brinson argued the
case for dance as part of education as it is a part of human history; it plays a unique role in
human culture; and makes a distinct contribution to human communication. For Brinson, the
sociological, psychological, anthropological and historical perspectives needed to be ex-
plored and articulated in order to convince non-dance academics of its role and educational
significance at all levels of the curriculum. While Redfern (1978) situates dance as art peda-
gogy within the Western theatre dance tradition, she does not rule out the inclusion of folk
dance or popular idioms in primary, secondary and tertiary dance education. These styles,
she asserts, can be taught from a perspective of aesthetic teaching and learning. In the case
of folk dancing, while the original function and content of the repertoire may not have sur-
vived, the rhythms, patterns, formations and overall expressiveness can foster aesthetic
awareness. Popular idioms, which she contends are the folk dances of the present day can
likewise, be contextualised and explored for their social and aesthetic significance. However,

Redfern (1978) cautions teachers that not all folk dances or popular styles will have suffi-
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cient depth or structure to sustain educational interest, and that any selection must also take
account of the physical, cultural and intellectual capacities and interests of the pupils and
students. Smith (1987, 112) cautions against a wider interpretation, particularly a presenta-
tion of folk dance exclusively focussed on social or ethnic provenance which although a val-
uable dance experience is, she states: ‘outside the art education context’. Her conviction
that an exploration of wider cultural heritages needs to be situated within the provenance and
context of Western theatre dance is clearly evident in her development of the resourced-

based midway model, which is examined in section 3.4.

3.2.5 The influence of western theatre dance on dance education in Britain

Theatre dance idioms emerged during the post World War One years in the United States of
America. American modern dance artists such as Doris Humphrey and Martha Graham built
on the pioneering work and re-conceptualisation of theatre dance by their predecessors Loie
Fuller (1868 — 1928), Isadora Duncan (1877 — 1927) and Ruth St. Denis (1879 — 1968). In
addition to their legacy at home, these American choreographers all found success beyond
the United States; in the case of Fuller and Duncan in Europe, and for St. Denis the so-called
Far East (Cohen, 1998). Duncan had particular success in Germany where she encountered
Mary Wigman (1886 - 1973) who worked with Rudolf Laban (1879 - 1958) and Kurt Jooss
(1901 - 1979), the founder members of the 4 usdruckstanz movement which gave rise to
German expressionist dance idioms (Partsch-Bergsohn, 1994). Dance is an international art
form and the interaction between companies and artists involved in the growth of American
modern dance and German expressionist dance is well documented (Humphrey, 1959; Au,
1988; Partsch-Bergsohn, 1994; Cohen, 1998). Humphrey (1959, 169) refers to the flourish-
ing of ‘modern dance geniuses’ in post World War One Germany, many of whom, including
Wigman were welcomed into America after World War Two. Redfern (1976) acknowledges
the connection between German expressionism (referred to as Central European Dance in
the United Kingdom) and American modern dance and the influence of both traditions on

dance developments in the British curriculum.
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In the United States, following the emergence of new idioms in the 1920s, degree courses
and advanced dance research developed over the course of fifty years and became a normal
part of the American system. Many colleges supported the work of artists and companies
whose practice was rooted in the modern idioms. It took some thirty years before the new
techniques and styles gained credence in courses and syllabi in the United Kingdom. London
School of Contemporary Dance (later called the London Contemporary Dance School) was
established in 1966 by the Robin Howard Trust with the intention of promoting Martha Gra-
ham’s technique and style. A performance group, London Contemporary Dance Theatre,
was established at The Place in 1967, with Graham dancer Robert Cohan as Artistic Direc-
tor. The Graham repertory, however, was not made available to the London-based company
and Cohan was forced to devise other means of generating a repertoire (Robertson, 1989).
This, inadvertently, would bring new opportunities to British choreographers, seeding an
enduring relationship with contemporary dance. The emphasis on Graham technique would
recede and a more eclectic style of contemporary dance technique would emerge to inform
the work of the company. As graduates and company members sought work opportunities,
American modern and contemporary idioms found their way into the broader dance commu-
nity, colleges and schools from the late 1970s onwards. In 1976, London Contemporary
Dance Theatre took part in third-level residency programmes in colleges of education and
universities in Yorkshire and Liverpool which included lecture-demonstrations and public
events that stimulated interest in modern dance beyond the campuses of host institutions
(Jordan and Rowell, 1998). Dance Umbrella, a London-based international festival devoted
to contemporary work was launched in 1978. A wide range of third-level courses and private
dance schools became available, with courses for dance educators offered. Arts Council of
Great Britain’s access policies during the 1970s and 1980s, and the emergence of other
contemporary dance companies which organised outreach and education initiatives

including youth dance, fuelled further interest in the idiom.

In Germany the pioneers of 4 usdruckstanz - Laban, Jooss and Wigman, were seminal to the
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development of Pina Bausch’s Tanztheater, and informed the work of many European dance
artists. Laban is an acknowledged influence on the work of the celebrated American chore-
ographer William Forsythe. In England, the Laban legacy is maintained by the Laban Guild

for Movement and Dance, and continues to inform GCSE options in secondary education.

3.2.6 Product versus process

The influence of American modern dance drastically altered the aims, content and methodol-
ogies of dance education in British schools and colleges, as German influences had previous-
ly done in the 1950s. A radical swing occurred, from the process-based approaches
associated with Laban ideologies to pursuance of techniques and approaches associated with
product-based theatre dance. A rift occurred between dance educators and the professional
dance sector which was prompted by the emergence of dancers from newly established
companies and courses in the fields of modern and contemporary dance (Brinson, 1980).
Interaction between dance artists and dance educators was initially nurtured in the post-war
era, with occasional talks, lecture demonstrations and small-scale performances in schools,
primarily by dancers or dance students from the professional ballet world. The relationship
with ballet continued into the 1960s with initiatives such as the Ballet for Al programme
(Brinson, 1991). However, these programmes made no attempt to influence or challenge
dance as taught within the curriculum (Cole, 1993). The work of professional dance artists
did not have any significant impact on the curriculum until the arrival of American modern
dance in the mid 1960s. By then, dance educators had identified the need for the aims and
purpose of curriculum dance to be reappraised, in particular for purposes of the General
Certificate of Education Advanced and Ordinary levels and importantly, as part of third level
degree programmes. Brinson (1979) asserts that many teachers opposed the notion of apply-
ing the discipline necessary to acquire any theatre dance technique, which was seen as rigid
and antithetical to a child-centred curriculum. He urged greater collaborative effort between
dance and education professions with a view to encouragement and enrichment of ‘the artist
in the teacher’ and ‘the teacher in the artist’ leading to quality dance experiences for children

in schools.
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Smith (1987) lays much of the blame for the rift between artists and educators on an assump-
tion on the part of dance artists that educators knew little and wished to learn more about
technique. Briginshaw (1980) and Cole (1993) recount the experiences of three pilot dance
artist residency projects organised in secondary schools in Hampshire, Leeds and Manches-
ter. The projects were funded by the Arts Council of Great Britain as an exploration towards
launching a dance-in-education scheme which aimed to link the professional dance world
with dance education. The major influence for the projects was an American schools scheme
operated by the National Endowment for the Arts. The lead artists in each of the United
Kingdom projects had all either trained at the London School of Contemporary Dance and/or
danced with London Contemporary Dance Theatre (Briginshaw, 1980). One of the artists,
Irene Dilks, had studied with Graham in New York. In all three projects, the Graham tech-
nique, or a modified version of it, was employed. Results showed that attitudes varied
regarding the place of technique in dance education with two opposing views emerging. On
the one hand, some educationalists perceived technique as regimented, mindless exercise
that stifled the creative nature of dance education. Amongst these voices were advocates of
the Laban framework which advises that seeking precision or over-emphasis on technical
aspects such as formations or footwork is detrimental to the unfolding of the child’s unique
qualities of self expression, particularly emphasised in work with younger children: ‘children
should not be asked to copy’ (Laban, 1948, 20). On the other hand, some dance artists advo-
cated the need for a thorough technical training for pupils and teachers as an essential
pre-requisite for school involvement in dance-in-education projects. In addition, where the
inclusion of technical study was deemed acceptable, views differed as to how and by whom
it should be taught, and which styles or genres were appropriate in educational settings

(Cole, 1993).

Briginshaw, as did Adshead (1981), regards dance education as an eclectic discipline,

drawing on sources such as social, folk, historical and ethnic as well as various forms of

theatre dance. She proposes that should a basic level of technique be seen as desirable for
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use in schools, then a technical training derived from styles practised in theatre dance is not
the appropriate route to follow. Arguing that dance techniques by their nature are designed to
serve a choreographic end-product rather than for use in education, Briginshaw (1980)
suggests that research be undertaken towards devising a technical lexicon more suited to
children’s developing physique, and sufficiently flexible to meet the needs of different teach-
ers. Such a solution she posits would not prevent the judicious use of particular forms of
theatre dance performance techniques at more advanced levels, particularly with older
adolescents and within dedicated youth dance groups. While many physical education and
primary school teachers availed of courses and conferences organised during this period to
acquaint themselves with basic contemporary dance techniques and rudimentary choreo-
graphic processes, Smith (1987) asserts that assessment processes at secondary and tertiary
level exposed the difficulties teachers had with technical material which was being present-
ed, often in ‘watered down fashion’, as an end in itself unconnected to its original choreo-
graphic context. Smith contends that the choreographic ambition of theatrical dance artists
was misunderstood and misinterpreted by teachers and lecturers, who placed value solely on
the acquisition of techniques, in the same manner that Laban’s movement principles had
been misconstrued in the 1960s. Redfern (1976) pointed to the importance of process as well
as performing aspects, reminding teachers that the skills and methodologies involved in
enabling pupils to structure ‘complete dances’ which had meaning for both spectator and
performer was an essential feature of the three-stranded ‘art” approach. An undue focus on
technical achievement was unsuited to many pupils and students who did not have the physi-
cal aptitude for such approaches. For Redfern (1978), assessment criteria and methods based
on practical work alone posed difficulties for pupils. She asserts that students of limited
ability in composition and performance should be able to study dance solely from the point
of view of the spectator and be assessed accordingly. Formulating assessable learning
outcomes aimed at striking a balance between the artistic processes of creating and perform-
ing dances and aesthetic encounters requiring analysis and interpretation by pupils of their

own dances and those produced professionally as art works, became the central concern of
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dance education in the United Kingdom from the mid 1980s onwards.

A good deal of ongoing dance practice in schools, which had stemmed from modern educa-
tional dance, maintained an emphasis on process over product. Cole (1993) notes that some
teachers maintained that ‘art’ content and methodologies were inappropriate for use in
schools, others did not have the knowledge and experience necessary to teach from a dance
as art stance, and some teachers did not consider dance as important as other physical educa-
tion syllabus strands. She observes that Adshead’s proposition for a broader approach
became evident in many degree courses and in turn, in a number of schools where an empha-
sis is placed on experiencing a wide range of styles drawn from diverse cultural and
historical contexts. It is the case that GCSE examining boards no longer prescribe a particu-
lar dance style or period, or set a prescribed technical study for examination purposes. The
literature reveals that many teachers struggled with devising programmes and assessment
methods which met the artistic and aesthetic ambition of the dance as art approach, wider
curriculum demands including, for example, citizenry and social inclusion, and that satisfied
the educational needs and developmental nature of children and young people. The situation
was further exacerbated by the physical education question, which is examined in section
3.3. However, the concept of dance as art education has radically altered the direction of
dance education in the United Kingdom and elsewhere. A review of dance syllabi in
Australia, New Zealand and Canada shows evidence of the three-stranded approach in
primary and secondary curricula. In the United Kingdom, it contributed to the development
of dance education by raising teaching and learning standards in making, performing and
appreciating dance. Smith- Autard (1996) notes the rising number of GCSE candidates
achieving A to B grades which increased from twenty-two per cent in 1990 to forty-nine per
cent in 1994. Furthermore, the emphasis placed on theatre dance brought an increasing
awareness amongst dance educators of the need for resourced-based teaching approaches.
Exemplars drawn from a range of theatre dance practice, some authored specifically for use

in schools (Bedford Interactive, 2001, 2006, 2008), extended the pupils’ dance experience
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beyond the classroom. The growing awareness of how theatre dance product can enhance
and enrich the interrelated processes of doing, making and viewing dance in the classroom
has provided fertile ground for interaction with the professional dance world (Cole, 1993).
The shift from a ‘movement’ orientation to the ‘art’ orientation is reflected in dance educa-
tion textbooks for example, the seminal publication Dance Composition (Smith, 1976) now
in its sixth edition; The Art of Dance in Education (Smith-Autard, 1994); Let s Dance
(Harlow and Rolfe, 1993); and /n Touch with Dance (Gough, 1993). Jobbins (cited in
Chappell, 2011) contends that the impact of collaborative endeavour between dance artists
an educators in the United Kingdom has been significant. Supportive of the aspirations of
Smith-Autard’s midway approach, she argues that the model needs updating to acknowledge
the developed relationship between educational and professional dance. However, Smith-
Autard (cited in Chappell, 2011, 168) maintains that ‘dance partnerships are rare in schools’,
but supports Jobbins’ call for wider reflection on the benefits of such collaboration and for
reforms within dance education generally. Deliberations of this nature might usefully inform

development within an Irish context.

As mentioned in chapter two, American modern dance had significant influence on the
development of theatre dance in Ireland. Many dance artists for example, John Scott,
Adrienne Brown and Mary Nunan, forged strong links with American modern and post-
modern dance, and some for example, Snaggy O’Sullivan, Paul Johnston and Liz Roche
explored contemporary theatre dance forms and practice. Others such as Finola Cronin and
Rionach Ni Néill acknowledge German expressionism as an important influence on their
work. However, there is no full-time professional dance training available in Ireland where-
by links between professional dance companies, agencies and artists and educational institu-
tions and schools might be made. Where relationships do exist between artists and education,
these are short-term and occasional. The situation in Ireland is notable for its lack of debate
on issues such as occurred in the United Kingdom. The literature review found no evidence

of serious discourse on the situation of dance education in Ireland since conferences organ-
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ised by the now defunct Dance Council of Ireland held in Thomond College in the early
1990s. Issues related to for example, challenges presented by the increasingly diverse society
which is reflected in Irish classrooms, dance and disability, and the role of dance in the
evolving curriculum are largely unexplored. Initial or continuing teacher education courses
have not engaged with the dance as art model in an Irish context, and the implications of
maintaining the Laban model as status quo remain unchallenged. For example, should the
‘art’ model be pursued, the strong position of Irish traditional and other folk dance styles
will need to be considered. As mentioned in chapter two, programmes developed at the
World Academy of Music and Dance, University of Limerick and Siamsa Tire are challeng-
ing long-held conventions and, in the slipstream of Riverdance, some choreographers are
exploring the boundaries between contemporary and traditional forces in theatrical presenta-
tions. Exemplars here would include Colin Dunne’s Out of Time; Mary Nunan’s Clann Lir,
and Michael Keegan-Dolan’s The Bull. It is conceivable that such innovation will produce
new forms that could, with other theatre dance idioms, inform an ‘art” approach within the
Irish context. Debate on whether any curriculum shift, as Smith-Autard (1994, 2002) asserts,
ought to be within the parameters of a theatre dance provenance or, as Adshead (1981) and
Brinson (1986) suggest, be situated in a much wider interpretation of dance would not only

be welcome, but essential to developing a viable curriculum for dance in Ireland.

3.3 The position of dance within physical education

Brinson (1991) notes that the child-centred approaches of the 1960s and 1970s gave way to
methodologies that included Graham-based and musical theatre techniques, changing the
philosophy as well as the practice of dance education. While welcoming revised methodolo-
gies that explored coherent approaches to including technical challenge, particularly for old-
er children and teenagers, he asserts that the shift demonstrated the increasing incongruity
between physical education and dance and brought to the fore 'the historical error under
which the two are linked' Brinson, 1991, 68). Serious questions arose about the capacity of

physical education teachers to deliver the dance as art model, particularly in light of the
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range of topics included in a physical education syllabus. In her role as a member of the
physical education inspectorate, Burke’s (cited in Curl, 1989) explanation of the dichotomy
of views existing is interesting in that it shows a reasonable understanding of these differ-
ences. Dance as part of physical education ‘gives balance’ to the movement experience of
pupils which ranges from the skills-based, competitive or quantifiable aspects to the more
open-ended process-based aspects where the articulation of movement qualities is important.
Dance as part of an arts programme ‘gives balance’ to the aesthetic education of pupils,
offering experiences in composing, performing and appreciating, which while in the physi-
cal, non-verbal realm have a commonality of purpose with other arts education areas.
However, Burke, other than asserting the need for quality teaching in both configurations,
offers no solutions or opinion as to where dance should ultimately reside within the curricu-
lum. Carlisle (cited in Curl, 1989) contends that the development of human movement
studies weakened physical education as a practical subject. He holds that the treatment of the
artistic and aesthetic nature of the subject by some academics, and the progressive intellectu-
alisation of the profession, particularly in higher education, fragments the primarily practical
concerns of the subject. He questions why certain games and dance styles, for example
Scottish Highland traditions are proscribed, seeing no good educational reasons for such
emphases but he states: ‘very obvious political ones’. Carlisle presents a refreshing case for
re-visioning physical education as a subject rooted in ‘bodily education’ with somatic and
cognitive learning outcomes that facilitate the development of personal awareness, focus,
concentration and control. Carlisle favours a holistic curriculum that includes a wide range
of activities including dance experiences, presented in age appropriate fashion that can at a
later stage encompass opportunities for specialisation. He proposes an inclusive schema
aimed at countering the partiality of teachers who promote one area to the exclusion of
others. Referring to the narrowing physical education content in schools, often with an
emphasis on sport, he poses the question: are there any physical educationalists left? This
echoes concerns raised by O’Donoghue (1989) identified in chapter two, who notes that in

Ireland the closure of women'’s colleges of physical education in 1974 consigned to history
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the specialist physical education teacher. Murdoch (cited in Curl, 1989) points out that docu-
ments issued by the British government to inform 1988 revisions to the national curriculum
did not include any mention of dance. She asserts that at a time when dance education was
facing a precarious future the issue of assessment was of paramount importance in arguing
its position within the British curriculum. As Chair of the British Council of Physical Educa-
tion, Murdoch proposed a rationale and programme for dance within physical education
which strives to accommodate the concept of dance as art, and a range of dance styles.
Acknowledging that debate on the matter of whether or not dance should be situated within
physical education was ongoing, documents that would convince national curriculum
planners that dance had a place in the final design were urgently required. Recalling presen-
tations at the first daCi (dance and the Child international) conference in 1978, Murdoch
proposes a classification structured around three emphases — the child as performer; the child
as choreographer; the child as critic, would be a useful basis for a comprehensive dance
education. She further suggests that a productive area of investigation might be the analysis
and identification of assessment criteria. In that regard, she proposes that a set of progressive
competencies be agreed around which a framework appropriate to the needs of growing
children can be assembled. On the matter of dance within physical education, Murdoch,
stressing once more the urgency of time, states: ‘beggars cannot be choosers’ and calls for
combined effort on the part of dance and physical education practitioners to ensure a place
for dance in British schools. Of note, regarding the urgent need pointed out by Murdoch for
documents to be prepared for government, Smith-Autard (1996) records that collaborative
response, instigated by her and dance educator, Veronica Jobbins, led to such documentation

being submitted, and to the foundation of the National Dance Teachers Association (2014b).

Robinson (1999) holds that the position of dance within physical education in the United
Kingdom, while providing short-term security for the discipline, presents long-term difficul-
ties in terms of a lack of teacher competency and too little emphasis on the artistic nature of

dance. As an interim step, the report suggests that the subject title physical education should
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be changed to physical education and dance arguing that dance plays an important and
unique role in education, including the development of physical literacy. Robinson (2001)
further contends that dance is retained in physical education for the convenience of curricu-
lum designers and demonstrates a reluctance on the part of government officials to engage
with the implications of acknowledging dance as art education. Brinson (1991) asserts that
the historic confusion between the two disciplines will not cease until dance achieves sepa-
rate status. While an obvious overlap in terms of physicality exists, the uses of the body,

values and emphases are different in the two disciplines.

Dance remained as part of the physical education curriculum of England and Wales in 1988,
maintaining the traditional links between the two areas (Bannon, 2000). Smith-Autard
(1996) notes the proliferation of GCSE courses in dance, which was first examined in 1988
and by 1994, had over three thousand, six hundred candidates applying. Revisions were
introduced into primary schools in 1989 and implementation continued into the mid-1990s.
The dance programme utilises the ‘dance as art” model with pedagogies structured around
the three-stranded approach — performing, composing and viewing. The curriculum has
subsequently been reviewed and reformed on several occasions. The Dearing Review (1994)
brought changes which placed the emphasis on performance and inclusion of folk dances
diffusing the focus from ‘art’ to ‘social’ forms and, together with reduced timetabling, was
seen as a regression rather than progression for dance as art education (Smith-Autard, 1996).
Substantial revisions occurring in 1999 and 2007 maintained dance as a statutory element of
physical education. Further revisions got underway in 2011 and in the areas of physical
education and the arts, are due for completion in September 2014. The most recent revisions
present dance as part of the physical education syllabus (Department for Education, 2013).
Dance UK (2013), the national dance development agency predicts that the dance as art
approach will be maintained and delivery will be within the physical education curriculum in
England and Wales. GCSE qualifications in dance, while under reform, will also be retained.

The role of specialist teachers for GCSE dance is now firmly established in England and
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Wales with many third level institutions offering training opportunities in this particular field

of dance expertise.

As previously mentioned, as part of Curriculum for Excellence (Education Scotland, 2004)
revisions, dance is now presented within the expressive arts curriculum alongside music, art
and design, and drama. Outcomes for expressive arts are devised to cover five learning
stages covering students from three to eighteen years with the latter stages intended to pro-
vide a foundation for the Scottish Qualification Authority's (SQA) Higher qualifications
(Blanche, 2007). Outcomes for dance education centre on creating, presenting, evaluating
and appreciating dance. Interestingly, while acknowledging the shift as significant for the
status of the art form, Clark (2011) points to difficulties regarding equitable access to dance
in schools since its separation from physical education. A small number of schools offer
dance as a subject, usually where dance expertise exists within staff membership. While
dance is an option at higher level, take up by schools is sporadic. There is only one publical-
ly funded centre of excellence in Glasgow which provides secondary school education
alongside dance studies. Only six schools have presented pupils for examination since the
Higher dance option became available in 2002; in 2007, one hundred and fifty eight pupils
enrolled for Higher dance (Blanche, 2007). Clark asserts that this situation will not be re-
solved until specialist dance teachers become available to schools, and that local authorities
and arts organisations develop creative approaches and partnerships to support the delivery
of dance-in-education programmes. She contends that initial teacher education in Scotland
needs to offer further opportunities in dance education. Teachers may convert their Bachelor
of Education (B.Ed.) degree in a subject they wish to teach through a Professional Graduate
Diploma of Education (PGDE). At present, there are no PGDE courses offered in dance.
The B.Ed degree in Physical Education includes an element of dance but specialisation in

dance is not an option.

Redfern (1978) notes that in the United States of America, the distinction between studies in
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dance as an art form and dance as part of a physical education programme were clearly de-
fined. She attributes this to the longstanding recognition of dance as an art form discipline in
third level institutions, with courses first appearing in the 1920s. The representative agency
for dance education in the United States of America is emphatic on the need for clarity in
school curricula and course descriptors, stating that schools, colleges and institutions need to
decide, and structure the content, delivery and assessment of dance programmes accordingly.
Organization guidelines state that if learning outcomes focus on the creation, performance
and analysis of work by students or others, then dance is taught as art and the channel of
delivery is the arts. If, on the other hand, learning outcomes focus on physical activities
directed towards health, social and recreational education, then dance is taught as a
component part of physical education (National Dance Education Organization, 2012).
Acknowledging both as valid and legitimate, the Organization points out that the two areas
serve different educational goals and outcomes and therefore, professional teacher prepara-
tion requirements differ. As mentioned previously, dance has featured in third level educa-
tion in America since the 1950s and, generally, dance educators are trained in Colleges of
Fine Arts and physical educators are trained in Colieges of Health, Physical Education,

Recreation and Dance — or some similarly titled college or department.

As stated in chapter two outcomes identified for dance in the Irish curriculum are interwoven
with broader physical education aims encompassing all strands of the syllabus. At primary
level dance is confusingly described as an area of arts education delivered within physical
education and taught by the class teacher. At junior and senior cycles it is stated as part of
physical education and taught by a physical education teacher who, as mentioned above is
also responsible for a second subject area. Other than the Applied Leaving Certificate in
which a dance module is offered within a wider arts education course, there are as yet no
dance options available in secondary education, nor is there any third level course develop-
ing specialist dance educators. It is hoped that the revised junior cycle may offer some new

footholds for dance within the short course component including in the area of evaluation
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and assessment. At primary level dance needs to be aligned with other areas of artistic and
aesthetic study. At secondary level dance should ideally be offered as a subject in its own
right or at least, as a specialist area of study within a physical education curriculum as is
possible under the GCSE system in the United Kingdom. For this to be realised change is
necessary within curriculum design and organisation with follow-on implications for teacher

education and access to specialist dance supports.

3.3.1 Some observations on teacher education

While assigning dance to physical education fails to give due regard to its aesthetic and
artistic relevance Sanderson (1996) saw positive aspects to this outcome. Dance became
compulsory in primary schools meaning pupils had at least six years experience in the activi-
ty before moving to secondary school; dance educators achieved greater respect and official
recognition; and developed more confidence in teaching dance. It is also the case, that if
dance had not been included in physical education it may have been entirely omitted from
the revised national curriculum. Smith-Autard (1994, 2002) contends that the marginalisa-
tion of dance within physical education reduced dance content to poor levels of provision,
both quantitatively and qualitatively. The Gulbenkian report on dance education and training
in Britain (Brinson, 1980) had called for a radical overhaul of the education of teachers of
dance at primary and secondary levels. At secondary level, the report identifies the need for
specialist dance teachers to lead programmes for more advanced secondary school students.
If dance is to be improved at primary level, the report points out that it needs more attention
in the training of the generalist class teacher. It is also the case that visiting specialist
teachers working on projects or programmes within the primary education, who are often
practising artists, require professional development opportunities. Chappell’s (2007) study
elucidated specific tensions and dilemmas encountered by specialist dance teachers working
in primary school classrooms. The emphasis on learning as an interactive process between
teacher and pupil, rather than a formal transmission of knowledge and skills, challenged the

expert dance teacher. Melchior (2011) contends that generalist primary teachers with an
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adequate background in dance are able to make connections across and within the curricu-
lum in order to teach ‘dance as art’ in a thematic context - something that specialist teachers
are less likely to be able to do. It is also the case that, as they discover the capacity of dance
to enable ‘critical, creative and moral capacities’ generalists teachers find it increasingly
restricting to rely on ‘how to’ dance prescriptions, preferring instead to design their own

teaching and learning contexts that are relevant and meaningful to their students.

Rolfe (2001) sought to identify the individual and institutional factors that had the most
significant impact on student teachers’ confidence to teach dance. She located her study
within a four-year undergraduate programme in primary education. During their second-year
students had participated in a ten-hour dance course consisting of five two-hour sessions
which emphasized ‘making’ and ‘appreciating” dance. The course addressed questions of
children’s learning, classroom planning and organisation, as well as evaluation and assess-
ment of children’s work. The course used a range of resources including dance videos seen
as appropriate materials to support future teaching, and artist visits. Nine of the twelve
student cohort selected to take part were female, reflecting the gender imbalance typical of
recruitment in England. Of the twelve, five had considerable dance experience prior to the
university course, ‘several’ had experienced dance in primary school mainly country dance
and ‘a few’ had considerable dance experience in secondary school in both dance and drama.
None expressed a negative attitude towards dance. Rolfe remarks that the students’ prior
experience was all practice-based; none had been part of an audience. The perception of
dance teaching was therefore weighted towards ‘doing’ dance rather than developing
knowledge and understanding of dance. Rolfe cautions that the lack of separation between
‘*knowing’ and ‘doing’ perpetuates an inadequate understanding of how the concepts and
theories related to teaching generally may be applied to dance, and importantly prospective
teachers will fail to deepen their learning of dance education. Although students variously
described their university course as interesting, useful and enjoyable, Rolfe (2001) observes

that this did not ‘automatically translate’ into confidence to teach dance in schools. Only six
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taught dance in their subsequent school-based work, and of these, three elected to teach
‘traditional’ dances. The remaining three devised a dance framework using a stimulus such
as water or animals. Students placed in a teaching environment they perceived as supportive
appeared more able to ‘take risks’ and try out ideas. If the class teacher was enthusiastic and
offered encouragement to the student, this affected their feeling of confidence. Where this
was not the case, students’ tended to resort to ‘safe ‘content such as traditional dances. Those
that did not teach gave a variety of reasons however, a lack of confidence generally emerged
as a key factor. Rolfe concludes that the development of student teachers’ confidence to
teach dance is influenced by a range of factors, ‘the most significant being prior experience,
the university dance course and their school-based work placement’. Regarding the latter,
the support of a class teacher and constructive feedback outweighed all other factors suggest-
ing that in-school practice could have both a positive and negative effect on their confidence.
She contends that students need to have the experience of observing good practice, as well as
teaching, and asserts that the role of the class teacher in nurturing confidence is not always

fully acknowledged within the teaching practice partnership.

3.4 The art of dance in education midway model

Redfern (1978) observes that historically a diversity of dance forms was to be found in Brit-
ish schools, very often reflecting the personal interests of the teacher. By the mid-1960s, the
most securely rooted was modern educational dance usually taught alongside some form of
folk dance. Smith-Autard (1996) notes that by the mid-1970s, there were two models of
significance — Laban’s educational framework taught mostly by primary and lower second-
ary teachers, and a version of American modern dance model taught in a number of colleges
and in some secondary schools with older pupils. The move towards the product orientation
was not widespread and the process orientation was maintained by the majority of teachers
in primary and secondary schools. Cole (1993) observes that the shift to the three-stranded
dance as art approach was gradual and, prompted by the need for assessable outcomes, had

by the mid-1980s become the dominant force in dance education. Smith-Autard (1996)
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reports that while both incorporated the three-stranded approach to some degree, confusion
and tensions between users of process-based and product-based approaches lasted into the
mid-1990s. She noted that some initial teacher education courses retained an emphasis on
the Laban-based educational model and in this context, pursued an approach which placed
equal emphasis on selected aspects of both models. Smith-Autard acknowledges the
influence of Mary Thomas, a senior colleague at Dartford College of Education, on her
conceptualisation of the midway approach, through encouraging her to merge the Laban
approach and the professional model, in particular techniques associated with American
modern dance. The model, which presents a rationale for a resource-based teaching method-
ology, was published as The Art of Dance in Education (Smith-Autard, 1994). Implementa-
tion strategies for primary, secondary and tertiary education are proposed in the publication.
An overview of the main characteristics of the midway synthesis is presented in section

34.1.

3.4.1 Characteristics of the midway model

The midway model offers a theoretical and practical framework for teaching and learning
dance. It acknowledges the distinctive role dance should have in a balanced curriculum, and
aims to contribute to artistic, aesthetic and cultural education. The overarching aim of the
model is developing the capacity to appreciate dance as art. This is achieved through qualita-
tive experiences in performing, composing and viewing, in turn contributing to artistic, aes-
thetic and cultural learning. The features retained from the Laban-based educational model

and the professional or conservatoire model are presented in Table 3.1.
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Table 3.1:
Features retained from the educational model and the professional model (Smith-
Autard, 2002, 6)

Educational model

Professional model

Emphasis on the process

Emphasis on development of creativity, im-
agination and individuality

Emphasis on feelings - subjectivity of expe-
rience

Emphasis on a set of movement principles as
a source of content

Emphasis on a problem-solving approach to
teaching - teacher as guide, pupil as agent in
own learning.

Emphasis on the product

Emphasis on knowledge of theatre dance
as the model towards which to aspire

Emphasis on objective ends, e.g., trained
bodies for performance of dances

Emphasis on stylistically defined dance
techniques as content

Emphasis on directed teaching - teacher
as expert - pupil as apprentice.

The educational model emphasised the experiential child-centred process of dancing as a

means of development personal qualities. The professional model emphasised dance product

and in its professional status was accessible only to those capable of achieving high technical

and performance standards: in educational settings it often proved too exacting (Smith-

Autard, 2010Db).

The midway approach incorporates elements of both, albeit realigned, and introduces dance

as art (referred to as ‘art of dance’ in the midway literature) concepts leading to an apprecia-

tion of dance as an art form, and contributing to artistic, aesthetic and cultural learning. Ta-

ble 3.2 depicts the elements retained from the educational and professional models and art of

dance concepts introduced.
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Table 3.2:
Elements retained and art of dance concepts introduced (Smith-Autard, 2002, 26-28)

Educational Model MIDWAY Professional Model
Process Process + | Product Product
Creativity Creativity Knowledge of | Knowledge of thea-
Imagination Imagination | + | public artistic | tre dance repertoire
Individuality Individuality conventions

Skill acquisition
Feelings Feelings + | Skill Objectivity
Subjectivity Subjectivity | + [ Objectivity

Techniques
Principles Principles + | Techniques

Closed methods
Open methods Open + | Closed

APPRECIATION
through
THREE STRANDS

Composing, Performing and
Viewing dances

contributing to
Artistic education

Aesthetic education
Cultural education

The dual functions of the midway model, and ‘art’ concepts introduced are briefly summa-

rised as follows.

Dual functions of the midway model:

Process and Product: In achieving a finished dance, students engage with processes of
exploring and selecting dance material; creating phrases; viewing and appraising the
work of peers; interacting with relevant professional exemplars, usually in the form of
selected phrases/segments from a visual resource; refining their own solo, partner and/or
group dance sequences.

. Creativity, imagination, individuality and Knowledge of theatre dance: 1earning out-

comes are aimed at allowing students to explore and articulate their own creative
responses. Exemplars of professional work are used to develop a knowledge and un-

derstanding of theatre dance practice. Motifs or phrases from the professional reper-
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toire act as motivation for new ideas and to develop technical ability. Guided discus-
sion enables students to formulate their own critical opinion about the solutions that
professional choreographers have reached to express distinctive style. As students de-
velop their capacity to have ideas, confidence in their own creative process will grow.

. Feelings and Skills: Teachers are encouraged to design dance frameworks that use a
style and vocabulary accessible to the age group concerned. Whatever the level of
challenge in terms of skill acquisition, it is essential to provide specific contexts for
shaping emotional content.<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>