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Title       
Time Studies: Meter

Time Frame
45 - 60 minutes

Overview
Students analyze the meter, accent, and rhythm of traditional ballet steps and create simple combinations using the steps.

Standards

Creative Expression, Aesthetic Perception

	Arts Benchmarks


	Understand the elements of dance and apply advanced dance vocabulary.
	D-AP-H1

	Use the elements of dance to develop technical skills and expand or refine movement vocabulary.
	D-CE-H2

	Present and evaluate dance compositions designed to display skills and techniques.
	D-CE-H5


Foundation Skills  Communication, Problem Solving, Citizenship

Student Understandings 
Students demonstrate an understanding of the element of time and apply advanced dance vocabulary when they analyze the meter, accent, and rhythm of traditional ballet steps and create simple combinations using the steps. They also demonstrate their skills when they perform their combinations for each other.
Vocabulary  

meter, accent, plié, tendu, dégagé, rond de jambe à terre, frappé, adagio, grand battement, pas de bourrée, waltz, mazurka, balancé, pas de Basque, Polonaise
Materials and Equipment 

dance space (preferably with ballet barres), CD/music player, ballet music, learning log 

Prior Knowledge

Students should have basic ballet skills.

Sample Lesson

In a lecture setting, take five minutes to introduce the students to the concept of meter as an element of dance. Meter is the grouping of beats around an accent which occurs at regular periodic intervals. In music, meters of 2/4, 3/4, 6/8, and 9/8 are traditionally used. More contemporary music incorporates other meters like 5/8 or 7/8 and even combines meters. In dance, certain steps lend themselves to particular meters, given the number of counts required to perform a step. Creating outside the meter can result in interesting and unusual innovation.
Allow twenty minutes for a warm-up. The teacher should conduct a basic ballet barre, beginning with pliés and progressing through tendus, dégagés, ronds des jambes à terre, frappés, adagio, and grand battements. (See Appendix B.) Demonstrate the exercise with the music. Students identify the meter of the music used in the exercise. As barre progresses, have the students identify the meter used in each exercise. 

Allot five to ten minutes after the warm-up for students to complete the word grid (view literacy strategy descriptions) below:
Sample word grid
	Step
	2/4 meter
	¾ meter
	4/4 meter
	6/8 meter

	Plié
	
	X
	
	

	Tendu
	
	
	X
	

	Dégagé
	
	
	X
	

	Rond de jambe à terre
	
	X
	
	

	Frappé
	X
	
	
	

	Adagio
	
	
	
	X

	Grand battement
	X
	
	
	


NOTE: Meters change from CD to CD and class to class. Evaluate the music used. Generally, the CD packaging identifies the meter in the selection description.

Questions for discussion:


Was each musical selection particularly suited to the exercise performed?


In what way did the meter contribute to the exercise?


In what way was the tempo important to the exercise?

For the next twenty to thirty minutes, students explore meter. First, students clap in a rhythmic unaccented line; next they accent the first beat of every three, and then they change the accent to the second beat of every three. Experiment with shifting the accents and adding smaller, interim beats to the meter.

Students name ballet steps that are identified with a ¾ meter. Some choices might be pas de bourrée, waltz, mazurka, balancé, pas de Basque, Polonaise.  Divide the students into groups of three or four. Ask the students to create a simple combination using these steps. Play a simple waltz for each group to demonstrate their combination for the other groups.

Change the music to a much faster 3/4. Again, have the students perform. 

Change the music to a 2/4.  Play the music for the students. Using the same combination, students manipulate the piece so that it fits into the new meter.  Each group performs for the others. 

Students spend ten minutes at the end of the lesson to answer the following questions in their learning log (view literacy strategy descriptions):
What strategies did you incorporate when you set the 3/4 dance to a 2/4 meter?
How did changing the meter change the mood of the dance?

Sample Assessments
Formative 

Review the accuracy of the students’ word grids. 

Observe students to determine if each student is able to manipulate the meter of the 

ballet combinations.

Develop the combination created into a performance piece with a beginning, middle, and end.
Resources

Blom, L., & Chaplin, L. (1982). The intimate act of choreography. University of Pittsburgh Press.
Humphrey, D. (1959). The art of making dances. New York: Grove Press.

Many CDs with music for ballet classes are available. Two available through iTunes are listed:
My Favorite Ballet Class by Lisa Harris  

The Keys of Dance: Music for Ballet 
Class by Angela Rinaldi
Title      
Choreographic Tools: Narrative

Time Frame
1-2 lessons: 45-55 minutes/lesson
Overview
Students use children’s stories to compose narrative studies.

Standards

Creative Expression, Critical Analysis  

	Arts Benchmarks


	Explain the manipulation of movement content and how it influences expression in a dance.
	D-CA-H1

	Utilize dance as an expression of individual ideas and feelings.
	D-CE-H3

	Incorporate improvisation, choreography, and choreographic forms into dance compositions.
	D-CE-H4

	Present and evaluate dance compositions designed to display skills and techniques.
	D-CE-H5


Foundation Skills 
Communication, Problem Solving, Citizenship

Student Understandings 
Students demonstrate an understanding of the manipulation of movement content to influence expression in dance when they use children’s stories to compose narrative studies and then discuss the story’s interpretations through movement.
Vocabulary



narrative
Materials and Equipment 

dance space, CD/music player, Choreographic Elements and Tools, children’s storybooks, notebook and pen/pencil
Prior Knowledge

 Students have basic improvisation and composition experience.
Sample Lesson  

During the first ten minutes, share the following with the students. Distribute the Choreographic Elements and Tools or review selected parts of the list for students to duplicate in their notebooks.  The teacher reviews the overall dance elements and leads a discussion about the selected form and structure for the lesson (narrative). Narrative tells a story with a clear beginning, development or change, and ending.

Students participate in a modern dance warm-up that incorporates desired skills.

Lesson 1
Narrative – Divide the students into groups of four. Provide each group with a short children’s story or book. The story should be the same for at least two groups in the class. Students read the book as a group to understand the basic context of the story. They create a dance that depicts the story in brief. Use a gist (view literacy strategy descriptions) of the story to create the movement. The dance should have a beginning, middle, and end (30 minutes). 
Lesson 2
Students participate in a modern dance warm-up that incorporates desired skills 

Review the work generated in Lesson 1 (ten minutes). Show the group work to the rest of the class. Groups with the same story assignment should go sequentially.

After all groups with the same story perform, students discuss the following questions:
· How did the interpretation of the story by each group through movement change your perception of the story?

· Did each group evoke a different feeling while watching? (examples: quicker or repetitive movements seem nervous or anxious, movements that were dissected provide an internal dialogue)

· How were the different interpretations similar? Different?

Continue showing the works, followed by discussion.

Sample Assessments 
Formative 

Observe the conversation. Was there a true understanding of narrative in the compositions created? Did students understand how a different interpretation of the same concepts would change the presentation?

The work could be further developed and put into a performance piece.
Assess written assignments about the experience.
Resources

Blom, L., & Chaplin, L. (1982). The intimate act of choreography. University of Pittsburgh Press.

Humphrey, D. (1987). The art of making dances. Princeton, NJ: Princeton Book Company.

Turner, M. (1971). New dance. London: University of Pittsburgh Press.

Brown, M.W. (1977). Goodnight moon. Harper Trophy.

Carle, E. (1969). The very hungry caterpillar. Philomel. 

Carle, E. (1997). From head to toe. Harper Trophy.
Willems, M. (2004). Knuffle bunny. Hyperion Books for Children.

BASIC CHOREOGRAPHIC ELEMENTS AND TOOLS
	Space
	Time
	Energy
	Choreographic Forms and Structure

	Shape

Size/range of movement


Levels: low, medium, high


Dimension: depth/width/height


Body design: curved, angular, symmetrical, asymmetrical


Pathway


Direction 


Facing


Proximity


Focus


Location in the space/on the stage

Positive/negative space
	Speed (Tempo): quick, moderate, slow, still


Meter and subdivisions: pulse, rhythm, traditional time signature (3/4, 4/4, 6/8, etc.), mixed meter


Phrasing


Duration


Accelerating/decelerating


Non-metered/personal 

time/breath phrasing

	Force


Quality: sustained/smooth, strong, light, swinging, collapsing, vibratory, suspended, percussive/sharp 
	Motif


Repetition


Theme and Variation (A, A1, A2, A3, etc.)


Simple Contrast (ABA)


Rondo (A.B.A.C.A.D.A, etc.)


Narrative (tells a story with a clear beginning, development or change, and ending)


Traditional dramatic form: introduction, development, conflict, climax, resolution
Canon


Chance


Title      
Choreographic Form in Story Ballets


Time Frame
45 – 60 minutes

Overview  
Students watch Swan Lake and discuss its choreographic form.

Standard

Critical Analysis  

	Arts Benchmark

	Apply understanding of choreographic principles and choreographic forms to analyze and explain dance.
	D-CA-H3


Foundation Skills 
Communication, Problem Solving, Citizenship

Student Understandings 
Students demonstrate an understanding of choreographic form when they watch Swan Lake and identify the parts of the ballet.
Vocabulary 

grand pas de deux, adagio, variation, coda, pas de trois, pas de quatre, divertissement, corps de ballet, scenes d’action, pas d’action, climax 
Materials and Equipment 

dance space (preferably with ballet barres), video of Swan Lake 

Prior Knowledge

Students have basic ballet skills and familiarity with choreographic principles and forms.
Sample Lesson  

Students participate in a ballet barre warm-up (See Appendix B).
Ballet has expanded and grown over the past two centuries. The traditional form of classical dance has been stretched, bent, and broken by modern choreographers. Still, the original forms used in classical dance can be seen and utilized as dance moves into the 21st century. Great ballets such as La Sylphide, Giselle, The Sleeping Beauty, and Swan Lake can be studied to understand the structure of a story ballet.

Lesson One

Discuss terms pertaining to the form of a classical story ballet:

· Beginning, climax, and end

· Scenes d’action: sections in which the story is told through conventional gesture and mime

· Pas d’action: sections in which the dancers portray their characters’ relationships, attitudes, and actions through dance

· Variations: solo dances which convey the characters’ identity and showcase their dancing prowess

Students make vocabulary cards (view literacy strategy descriptions) for each term discussed.
Show a video of Act 1 of Swan Lake. As they watch, students should identify the “scenes d’action,” the “pas d’action,” and variations.

Lesson Two

Marius Petipa used a construct in his ballets called “divertissements” (diversions). Dances featuring performers from other theaters were included in the ballet, often outside the plot, to take advantage of the wealth of talent available in neighboring companies.

The grand pas de deux is the climactic duet danced between the main characters. Traditionally, it has four parts: the adagio, in which the characters dance romantically together; the man’s variation (solo); the woman’s variation (solo); and the coda, in which the man and woman dance together in a fiery display of  technical expertise. 

Just as a dance for two people is a pas de deux (literally, dance for two), the numerical nomenclature is continued as more dancers are added to a dance.  Thus, a dance for three is a pas de trois and a dance for four is a pas de quatre.
Students view a video of Swan Lake, Act III. As they watch, students should identify the divertissements and the grand pas de deux of Odile and Siegfried.

Students make vocabulary cards for each term discussed.
Sample Assessments
Formative 

Observe to assess students’ understanding of classical ballet form.


Students take a vocabulary quiz on the ballet terms in the lesson.
Resources

Lee, C. (1999).  Ballet in western culture: a history of its origin and evolution. Needham Heights, MA: Allyn and Bacon.

Videos for this lesson include the following:

Ballet Favorites -Included are excerpts from: Don Quixote, Sleeping Beauty, Romeo and Juliet, Swan Lake, Giselle, and Nutcracker.

Creole Giselle
Giselle:  American Ballet
The Royal Ballet:  Romeo and Juliet
Title      
Cultural Values: 1920s – Conformity and Non-conformity 
Time Frame
Three 50-minute lessons
Overview 
After discussing how the arts reflect the radical political movements of the 1920s, students improvise with partners, using positive and negative space to create movement conversations.

Standards

Creative Expression, Historical and Cultural Perspective

	Arts Benchmarks


	Explain the art of dance in relation to cultural values and prevailing social, political, and economic conditions. 
	D-HP-H1

	Incorporate kinesthetic awareness, use of space, and self-evaluation to refine performance skills.
	D-CE-H1

	Incorporate improvisation, choreography, and choreographic forms into dance compositions.
	D-CE-H4


Foundation Skills 
Communication, Problem Solving, Citizenship

Student Understandings 
Students learn how the art of dance was influenced by the cultural values and prevailing social, political, and economic conditions of the Unites States in the 1920s. Students demonstrate an understanding of space, improvisation, and choreography when they work with partners to create movement conversations.
Vocabulary  

modern dance, jazz, improvisation, codified, free form, positive and negative space, conformity, non-conformity
Materials and Equipment 

dance space, CD/music player, pioneers of modern dance handout
Prior Knowledge

Students should have basic improvisation skills.  Students should also have background information on Martha Graham and Isadora Duncan and the birth of “modern dance.”
Sample Lesson  

The 1920s was a decade of many extraordinary changes in life, culture, and society in the U.S. The decade was known for radical political movements. Women gained the right to vote.  The arts were all direct reflections of reaction to these concepts. Visual art, dance, and music found many faces during this decade. The art form of dance became a direct reflection of the post World War I optimism through dance marathons featuring such social dances as the Charleston and Shimmy. Other dancers such as Martha Graham, Ted Shawn, and Ruth St. Denis began to break away from the formality of ballet to create what today is called “modern dance.” Another great influence on dance was the birth of jazz music, bringing the African-American rhythms and improvisations to life. The decade was full of contradictions in conformity and nonconformity. 

To conform is to comply with the rules and general customs of people in one’s group. Conforming can have both good and bad effects on people. Conformity is a group behavior with various factors that can influence the level of an individual’s conformity. Nonconformity is the refusal or failure to conform to accepted standards, conventions, rules, or laws (River North, 2008). Mark Morris may be used as an example of non-conformity (see article in resources).
Students respond to the following questions:
· What are examples of conformity in your life? In dance?

· What is improvisation?

· What is modern dance?

· How are the modern dance pioneers examples of non-conformity?

· How are modern dance choreographers today examples of non-conformity?

Personal space is the region around an individual that he/she considers their territory or comfortable distance from a person, animal, or thing. Often, if entered by another being without permission, the individual can feel uncomfortable. This is determined by invisible boundaries and varies from person to person.

Students participate in a modern dance warm-up which includes desired skills. Then they find a place in the room for individual exploration. Turn on jazz music from the 1920s (recommended artists – Louis Armstrong, Billie Holiday, and Duke Ellington). Students move to the music, using designated body parts. The music should be the impetus for movement. Students change levels, timing, and qualities (percussive, sustained, suspended, swinging, collapsing, or vibratory) with their entire bodies.

Students break into partners. Students use positive/negative space to improvise. One dancer makes a shape and the other fills in the spaces around the shape with another shape. The dancers take turns creating a conversation, filling positive/negative spaces with shape. Have the dancers speed up and slow down. Then direct them to transition from one shape to the other with movement rather than pauses. Add music to the improvisation to see the change in the execution of the movement. Ask for seamless movement without hesitation. 

After improvising, half of the group becomes the audience. The other half of the group continues the exploration/creation assignment. Then, students switch roles.

After the showing, facilitate a discussion among the dancers about the work and conformity/nonconformity between partners, as well as the feeling of restricted movement and space. 

Sample Assessments
Formative 

Students respond to the following in their learning logs:
· Is it difficult to move continuously into other people’s spaces? 

· Did you feel held back trying to keep within the space and to conform to the other dancer’s shape?   What is it like to be restricted in movement and space?

· How difficult is it to react to another dancer when you don’t know their next movement?

· What did you feel when other dancers were in your personal space? Did you feel comfortable? 

· Were you willing to explore others’ personal spaces?

· How can this exercise be used to explore societal issues?

· Identify a societal issue and describe a dance that you would create to express your views.
Resources

Bremser, M. (1999). Fifty contemporary choreographers. New York: Routledge.
Thomas, H. (1995). Dance modernity and culture. London: Routledge.

Tobias, T. (2004). Without whom. ArtsJournal. Retrieved April 15, 2009, from
http://www.artsjournal.com/tobias/2004/08/without_whom.html
Dancing [DVD/VHS]. 1993. “Part 7 – Individual and Tradition.” (This is one part of an eight part series depicting every aspect of dance. Each part is one hour.)

Pioneers in Modern Dance

Isadora Duncan, born in San Francisco in 1877, changed more than dance. Isadora‘s dreams took her to Chicago and New York, but she was met with limited success. She then decided to travel to Europe with her family on a cattle-boat in search of artistic fulfillment. Scantily dressed in Grecian-inspired tunics, Isadora danced barefoot at garden parties and other small social gatherings. Her popularity grew and soon she was touring throughout Europe and America. Isadora was an emancipated woman, ahead of her time. The government of Russia also gave Isadora a school. She was inspired by the Bolshevik Revolution and created one of her most famous dances, The Marche Slav, for the Russian people. Isadora Duncan's genius inspired other modern dancers of her time to create their own individual styles; the far-reaching influence of Isadora's dance, however, was not limited to the stage. All the arts were reaching out in new directions, searching for new and exciting forms of expression and inspiration — they found Isadora Duncan. She developed within this idea, free and natural movements inspired by the classical Greek arts, folk dances, social dances, nature, and natural forces, as well as an approach to the new American athleticism which included skipping, running, jumping, leaping, and tossing. With free-flowing costumes, bare feet and loose hair, Duncan restored dancing to a new vitality using the solar plexus and the torso as the generating force for all movements to follow. Her celebrated simplicity was oceanic in depth and Isadora is credited with inventing what later came to be known as “Modern Dance” (Duncan, 2008).
Ted Shawn (Edwin Myers Shawn) was born on October 21, 1891, in Kansas City, Missouri, and grew up in Denver. While studying to become a minister, Shawn suffered a bout of diphtheria at the age of 19 and was left temporarily paralyzed. On the advice of his physician, he took up dance as a form of physical therapy. Dancing cured Shawn's paralysis and left him with a passion that would guide and direct him for the rest of his life. Although Shawn's first dance experience was with a Metropolitan Opera ballerina, he achieved some success as part of an exhibition ballroom team. It was meeting Ruth St. Denis in 1914 that would set his artistic life in motion. They were married that same year. During the next 15 years, the activities of their Denishawn Company and School changed the course of dance history; most of today's modern dancers trace their ancestry to Denishawn. It was Shawn who first recognized Martha Graham's potential, and he was instrumental in shaping the early careers of Charles Weidman, Doris Humphrey, and Jack Cole. In March 1933, Ted Shawn and His Men Dancers gave their first, historic, all-male performance in Boston. By May 1940, when Shawn disbanded the group, the Company had danced for over a million people in all of the United States, Canada, Cuba, and England, having challenged and irrevocably changed the course of American dance. For the final three decades of his life, Shawn became a major impresario, bringing dance to mainstream America through the theater and school at Jacob's Pillow. To promote his principle of the importance and universality of dance, Shawn introduced countless foreign companies to American audiences, provided opportunities for promising young artists, and trained countless students in a full range of dance styles. Shawn orchestrated premieres by both the established and emerging talents of his day, including Agnes de Mille, Anton Dolin, Pearl Lang, Merce Cunningham, Anna Sokolow, Alvin Ailey, and Robert Joffrey (Jacob’s Pillow, 2008).
Martha Graham is recognized as a primal artistic force of the 20th Century—alongside Picasso, Stravinsky, James Joyce, and Frank Lloyd Wright. She created 181 ballets and a dance technique that has been compared to ballet in its scope and magnitude. In 1926, Martha Graham founded her dance company and school in midtown Manhattan. In developing her technique, Martha Graham experimented endlessly with basic human movement, beginning with the most elemental movements of contraction and release. Using these principles as the foundation for her technique, she built a vocabulary of movement that would "increase the emotional activity of the dancer's body." Martha Graham's dancing and choreography exposed the depths of human emotion through movements that were sharp, angular, jagged, and direct. During her 70 years of creating dances, Martha Graham collaborated with such artists as sculptor Isamu Noguchi; actor and director John Houseman; fashion designers Halston, Donna Karan and Calvin Klein; and renowned composers including Aaron Copland, Louis Horst (her mentor), Samuel Barber, William Schuman, Carlos Surinach, Norman Dello Joio, and Gian Carlo Menotti. Her company was the training ground for many future modern choreographers, including Merce Cunningham, Paul Taylor, and Twyla Tharp. She created roles for classical ballet stars such as Margot Fonteyn, Rudolf Nureyev, and Mikhail Baryshnikov, welcoming them as guests into her company (Graham, 2008).

References
Jacob’s Pillow Dance Festival website retrieved April 13, 2009, from http://www.jacobspillow.org/archives/ted-shawn.asp.

Isadora Duncan Dance Foundation website retrieved April 13, 2009, from http://www.isadoraduncan.org/about_isadora.html.
Martha Graham Center of Contemporary Dance Resources website retrieved April 13, 2009, from http://marthagraham.org/resources/about_martha_graham.php. 
Title      
Movement Sentences: What did you say?

Time Frame
1-2 lessons

Overview
Students create story circles with movements and words and develop those stories into dance compositions.

Standards

Creative Expression, Aesthetic Perception

	Arts Benchmarks


	Analyze and express the impact of dance on intellect and emotions. 
	D-AP-H3

	Incorporate improvisation, choreography, and choreographic forms into dance compositions.
	D-CE-H4

	Present and evaluate dance compositions designed to display skills and techniques.
	D-CE-H5


Foundation Skills 
Communication, Problem Solving, Linking and Generating Knowledge
Student Understandings 
Students demonstrate an understanding of the impact dance has on intellect and emotions when they create story circles with movements and words, develop the stories into dance compositions, and discuss the intellectual and emotional impact of the work. 
Vocabulary 
intention, sentence, emotion, locomotor, non-locomotor, pathway, level, spontaneous, contrived
Materials and Equipment 

learning log, dance space, CD/music player
Prior Knowledge
Students have basic composition skills.
Sample Lesson  

Students participate in a 30-minute modern dance warm-up that incorporates desired dance skills (see Appendix A). Then they get into a circle. Begin with the artist making a shape while saying a random word.  The next person says a new word that links with the one before it and makes a shape. The group continues to create a story/sentence, one word and one shape at a time. Then the group puts them together while saying the words. At the end of the circle, there is a shape dance that everyone knows, and no words are spoken to perform it for the final time.  

Guide the students through a discussion. What did the sentences/story say? Because there wasn’t a topic, how did this reflect the mood of the room? Was it funny? Was it sad? Was it serious? What was spontaneous? Did it feel contrived? 

Lesson 1
Exploring the concept (15 minutes)

Make small groups of no more than five students that will form small circles throughout the space. Students repeat the process of creating their story circle. The circle is complete when each person in the circle has contributed a shape and word and there is a “story” (movement phrase with accompanying words). Repeat the story twice by saying the words. Repeat the story twice without the words. Students write down the words/sentences that were generated in their story circles. Was there a theme that emerged? If not, was there a word that reoccurred in the story? 

Creating (15-20 minutes)

Each small group uses the shape dance choreographed in their story circle to create a brief composition that reflects the intention of the story without using the words. Groups must add two locomotor movements, a level change, and at least one pathway. Also, the dancers decide if there is emotional intent or if the story is neutral?

Lesson 2
Show the work generated in Lesson 1 to the class, one group at a time. After each presentation, discuss the interpretation of the group stories. Did the audience understand the intent? If not, discuss how the performance of the work can be interpreted in many ways. The dancers/choreographers need to understand that the audience may or may not understand the intent of the work. However, any interpretation is valid by the audience or performer as long as the integrity of the choreographer’s voice is intact. Repeat the process of showing the work generated in Lesson 1, followed by a discussion. 
Sample Assessments

Formative 

Students write down their story or the words generated in the exercises in their learning logs detailing their creative process.

Students record observations from the dance performances. They write their analysis of what were the perceived emotions and intent being portrayed.
Resources

Blom, L., & Chaplin, L. (1982). The intimate act of choreography. University of Pittsburgh Press.

Ellfeldt, L. (1988). A primer for choreographers. Prospect Heights, IL: Waveland Press.
Humphrey, D. (1959). The art of making dances. New York: Grove Press.
Title      
Lester Horton and Alvin Ailey

Time Frame
Two 55-minute lessons
Overview 
Students learn about Lester Horton and Alvin Ailey, create rhythm studies, and write an essay on Horton’s and Ailey’s innovations and contributions.


Standards

Creative Expression, Historical and Cultural Perspective
	Arts Benchmarks


	Compare and contrast current dance innovators and trends with past innovators and their contributions to dance.
	D-HP-H3

	Incorporate improvisation, choreography, and choreographic forms into dance compositions.
	D-CE-H4


Foundation Skills 
Communication, Problem Solving, Resource Access and Utilization
Student Understandings 
Students demonstrate an understanding of the innovations of dancers from different time periods when they study Lester Horton and Alvin Ailey, create studies, and write an essay on Horton’s and Ailey’s innovations and contributions.
Vocabulary  

repertory, integration

Materials and Equipment 

computer and Internet access, TV and DVD player, open space, notebook and pen

Prior Knowledge

Students have basic dance compositional skills.
Sample Lesson

Introduce the students to Lester Horton and Alvin Ailey by giving background information, showing images of the artists and their work found on the Internet or in books and showing a video of their choreography, if available. Students take notes on the innovations and contributions of Horton and Ailey in their learning logs (view literacy strategy descriptions).
Lester Horton (1906-1953) is the west coast pioneer of American modern dance. Horton founded the first integrated dance company in America and the first permanent theater devoted to dance. His work incorporated elements from Native American dance, modern dance, and jazz. His modern dance technique, developed in the 1030s and 1940s, was created to safely train dancers for every type of movement. Horton’s technique emphasizes strengthening and stretching and moving through space on all levels with proficiency and artistic quality. Famous students of his are Alvin Ailey, Bela Lewitsky, Carmen deLavallade, and Arthur Mitchell.

Alvin Ailey (1931-1989) was founder of the Alvin Ailey American Dance Theater (1958), the first modern dance company created for African-American dancers. It continues to tour internationally and to be an ambassador for African-American culture. Ailey’s most famous work is “Revelations,” a piece drawing on Ailey’s memories, blues, and spirituals. The Ailey company is a repertory company. Part of its mission is to present the work of other choreographers such as Talley Beatty and Donald McKayle.

Students choose images of Alvin Ailey’s work where there are groups of dancers in designs that inspire energy, strength, and motion.  Students divide into groups of five, six, or seven.  They collectively decide on five images for their group to use as inspiration for their study. They use 30 minutes to re-create those images (group shapes) as closely as possible and then make transitional material to take them from one group shape to the next.  Add music, possibly blues or gospel.  Students show their studies.

As an extension of this lesson, students may study Joe Goode or another choreographer they have discovered.

Students examine the choreographers and respond in their learning logs to the following questions.


Who would you add to this list and why?


Who is innovative?


What makes something innovative?
Sample Assessments
Formative 

Review notes in learning logs and observes the dancers building studies based on images of Horton or Ailey.
Students write an essay on the innovations and contributions of Lester Horton and Alvin Ailey. A possible topic is “How did Horton and Ailey change the color of American modern dance?”
Resources

An Evening with Alvin Ailey [Motion Picture].
Bell, C., Forsythe, A.M., Perces, M. (1992). The dance technique of Lester Horton. Princeton, NJ: Princeton Book.
These websites contain information about current choreographers.

http://www.dancetheaterworkshop.org/artist_resources/member_profiles 

http://www.americandancefestival.org/international/iccp.html
Images of Alvin Ailey and Lester Horton on Internet, Retrieved April 8, 2008
http://images.google.com/images?hl=en&q=Lester+Horton&btnG=Search+Images&gbv=2 

http://images.google.com/images?gbv=2&hl=en&q=Alvin+Ailey&btnG=Search+Images
Title      
Zydeco and Cajun Dance

Time Frame
Two lessons

Overview
Students research and discuss traditional dances of Louisiana and improvise using characteristics of Louisiana dances.

Standards

Creative Expression, Aesthetic Perception

	Arts Benchmarks


	Distinguish unique characteristics of dance as it reflects concepts of beauty and quality of life in various cultures.
	D-AP-H2

	Utilize dance as an expression of individual ideas and feelings.
	D-CE-H3


Foundation Skills 
Communication, Linking and Generating Knowledge, Citizenship

Student Understandings 
Students demonstrate an understanding of the unique characteristics of dance reflecting beauty and quality of life in various cultures when they research and discuss traditional dances of Louisiana and improvise using characteristics of Louisiana dances.
Vocabulary 

zydeco, Cajun two-step
Materials and Equipment 

dance space, CD/music player, questionnaire computer lab with Internet access, video
Prior Knowledge
Students have improvisation skills.
Sample Lesson

Lesson 1 

Research Assignment – Students receive a handout questionnaire that will be completed by the end of this class, or the assignment is given as homework.  Students find books, magazines, Internet resources, videos, and/or photos to show an understanding of Louisiana’s traditional dances, music, economy, and primary industry (urban, rural, agricultural, industrial). 

Lesson 2
Students should have done prior research. As a class, use ten minutes to discuss the differences 
in traditional dance styles that evolved in Louisiana.  Students respond to the following questions:
· What are common elements in Louisiana’s traditional dance forms? (spatial patterns, partnering, use of the foot, rhythms)

· When are these dances performed? Are they for entertainment, tradition, work, or ceremony?

· What could be considered the beauty of Louisiana’s dance forms?

· What value do the dance forms provide Louisiana?

· Discuss the elements and history of Louisiana dance (zydeco and its affiliates, Cajun two-step, Cajun jig, Cajun jitterbug)

Lead a ten minute warm-up that uses weight transfers, toe-heel combinations of the feet, locomoting on balls of the foot, locomoting on heels of the foot, and directional changes. Students mirror the teacher.
Provide 15-25 minutes for students to work with a partner. Students begin moving through the space using words/movement concepts that are reflective of the traditional dances from Louisiana, while remaining connected to their partner. As students are moving, give them a new concept. Add freezes and level changes as desired. Examples include the following:
· Restrictive arms

· Small quick steps

· Working in releve
· Working in plié
· Rhythm 

· Stamping

Break into two groups and have an audience observe as well as participate in the improvisation. Keep the music consistent in rhythm. Change the timing (6/8, 2/4, 3/4). Discuss the similarities and differences between the improvisation and perceptions of these traditional dance forms from Louisiana. Students discuss the concept of what beauty means to the students in dance and in life. Does the improvisation reflect beauty according to the students’ concepts? If not, why? If yes, why?
Sample Assessments

Formative 

Students record their notes and the research assignment in their learning logs (view literacy strategy descriptions).
Resources

Duke, J. (1996). Recreational dance: Ballroom, Cajun & country-western. Boston: American Press. 

Research Assignment

Louisiana and its Dance

Find the answers to the following questions.  You will be able to find information in books, magazines, encyclopedias, and on the Internet. You can access all of these information sources at the school library or the local library.

1. Where is Louisiana located in the U.S.? 







2. What is the land like (mountainous, flat)?







3. What is its primary industry? What is the economy based on (urban and/or rural, agricultural and/or industrial)? 










4. What are the dance forms? 






____________
5. What are common elements in the traditional dance forms? (stamping, upright torso, spatial patterns, rhythm) 































































6. When are these dances performed? Are they for entertainment, tradition, work, ceremony?

7. What could be considered the beauty of these dance forms?

8. What value does the dance form provide Louisiana?

9. Give any additional important information about each location.  Bring a map of each city, etc.  

Title      
Salsa and Cajun Two-Step

Time Frame
Two 55-minute lessons
Overview 
Students research the salsa and the Cajun two-step, learn basic salsa and Cajun two-step, and compare and contrast the two dance forms.

Standards

Creative Expression, Historical and Cultural Perspective
	Arts Benchmarks


	Compare, contrast, and categorize styles of dance representative of various cultures and time periods.
	D-HP-H2

	Use the elements of dance to develop technical skills and expand or refine movement vocabulary.
	D-CE-H2


Foundation Skills 
Communication, Resource Access and Utilization
Student Understandings 
Students demonstrate an understanding of dances of various cultures and time periods when they research, view, compare, and contrast the salsa and the Cajun two-step and learn the basic salsa and Cajun two-step.
Vocabulary 
Salsa, Cajun two-step

Materials and Equipment 

computer and Internet access, questionnaires, open space, sound system

Prior Knowledge

Students have a basic understanding of rhythm, spatial patterns, weight shifts.
Sample Lesson  

Lesson 1
Students research the salsa and Cajun two-step and complete the questionnaire at the end of the lesson. The students can use the Internet or books, articles, and videos in the school library. Allow them 30 minutes to research and answer the questions. They share their answers and discuss the similarities of and differences between the salsa and Cajun two-step.

Students view video clips of the salsa and Cajun two-step. 

Lesson 2
Students learn and practice a basic salsa step and a basic Cajun two-step (see resources).
Sample Assessments
Formative 

Review questionnaires on the salsa and Cajun two-step and observes student participation in the activity.

Students write two paragraphs on the similarities and differences between these two dances in their learning logs.
Resources

These websites contain video with salsa and two-step instruction:
http://www.salsa-merengue.co.uk/VidTutor/donline.html
http://www.tabasco.com/music_stage/dance_lessons/index.cfm
The Salsa

Find the answers to the following questions.  You will be able to find information in books, magazines, encyclopedias, and on the Internet. You can access all of these information sources at the school library or the local library.

1.  Where did the salsa originate? ______________________________________

2.  When did the salsa originate?  _______________________________________
3.  Who danced the salsa? (royalty, the poor, entertainers, religious)  

















4.  When or why was the salsa originally danced? (ceremony, social, entertainment, etc..) 































5.  What are elements of the salsa? (rhythm, spatial patterns, body posture) 























































6.  What is the traditional costume or dress for dancing the salsa?

7.  Is the salsa popular today?

8.  Do you know of any examples of the salsa in modern movies?

The Cajun Two-Step 

Find the answers to the following questions.  You will be able to find information in books, magazines, encyclopedias, and on the Internet. You can access all of these information sources at the school library or the local library.

1.  Where did the Cajun two-step originate? ______________________________________

2.  When did the Cajun two-step originate?  _______________________________________
3.  Who danced the Cajun two-step? (royalty, the poor, entertainers, religious)   










4.  When or why was the Cajun two-step originally danced? (ceremony, social, entertainment, etc.) 







































5.  What are elements of the Cajun two-step? (rhythm, spatial patterns, body posture) 



































































6.  What is the traditional costume or dress for dancing the Cajun two-step?

7. Is the Cajun two-step popular today?

8.  Do you know of any examples of the Cajun two-step in modern movies?

Title      
Great Collaborations: Cunningham and Cage


Time Frame
Two 50-minute lessons
Overview 
Students discuss collaborations and watch Points in Space – Merce Cunningham Dance, a documentary on the collaborations of Cunningham and Cage.


Standard

Aesthetic Perception

	Arts Benchmark

	Discuss the significance of collaboration and other group dynamics in creating, performing, and observing dance.
	D-AP-H5


Foundation Skills  Communication, Linking and Generating Knowledge

Student Understandings 
Students demonstrate an understanding of collaborations when they analyze and reflect on the collaboration of Merce Cunningham and John Cage.
Vocabulary 
collaboration, chance dance, non-representational dance

Materials and Equipment 

video of Points In Space – Merce Cunningham Dance Company, notebook and pen
Sample Lesson  

Lesson 1
In a lecture setting, students brainstorm (view literacy strategy descriptions) on possible collaborators in a dance concert (examples: choreographer, dancer, composer, musicians, videographers, scenic artists).  Students write their ideas in a notebook.

After brainstorming, students share their ideas. They discuss the different ways composers and choreographers work together to create a dance piece. (Possible responses include the choreographer’s use of pre-existing music or the choreographer and composer working together to create the dance and the music simultaneously.)

Introduce the students to Merce Cunningham and John Cage. 

Avant-garde choreographer Merce Cunningham was introduced to dance at the Cornish School in Seattle. It was there he met avant-garde musician, composer, and long-time collaborator, John Cage. Before forming his own modern dance company in 1953, Cunningham was a member of the Lester Horton Dance Company and the Martha Graham Dance Company. Cunningham is a prolific choreographer who is interested in “non-representational” dance and using “chance” as a choreographic method. John Cage is most famous for his non-traditional and often controversial music. Cage also used “chance” in many of his music compositions. Cunningham and Cage collaborated on several works at Black Mountain College. 
Students view the video Points in Space – Merce Cunningham Dance Company, a documentary on the collaborations of Cunningham and Cage. (The DVD is about an hour and will need to be finished during the second lesson.)

Lesson 2
Finish watching Points in Space – Merce Cunningham Dance. 

Lead a class discussion on the collaboration of Cunningham and Cage. Sample questions might include the following:
· What is the primary method of choreography used by Merce Cunningham?

· What is the primary method of composing used by John Cage?

· How would you describe the music of John Cage?

· How would you define collaboration?

· What do you think of the collaboration of Cunningham and Cage?

· Would you have liked to be a dancer in Points In Space? Why or why not?

· If you could choose a famous musician to collaborate with, who would it be and how would you structure the collaboration?
As a homework assignment, students write a one-page essay on the significance of the collaboration of Cunningham and Cage and how the students would approach a collaboration with a musician or other artist.

Sample Assessments
Formative 

Observe student participation in class discussions and review essay assignment on collaboration.

Resources

Brown, J. (Ed.). (1979). The vision of modern dance. Princeton, NJ: Princeton Book.
Mazo, J. (1977). Prime movers: the makers of modern dance in America. New York: William 
 Morrow and Company.

The Collaborators. [Motion picture]. (Available from the State Library.)
Points in Space: Merce Cunningham Dance Company. [Motion Picture].
Title

Critiquing Dance

Time Frame
One lesson: up to 60 minutes
Overview
Students use Liz Lerman’s “critical response” technique to critique the use of the element of “space” in dance compositions.

Standards

Creative Expression, Critical Analysis  

	Arts Benchmark:


	Critique works of dance using advanced dance vocabulary.
	D-CA-H5


Foundation Skills 
Communication, Linking and Generating Knowledge 

Student Understandings: 

Students demonstrate an understanding of how to critique works of dance when they use Liz Lerman’s “critical response” technique and advanced dance vocabulary to critique the use of the element of “space” in dance compositions.
Vocabulary

artist, responder, facilitator, critical response
Materials and Equipment

video equipment/computer, learning log 

Prior Knowledge

Students have basic composition experience and an understanding of “space” as a dance element.
Sample Lesson  

Students will list and define the following words in their learning logs (view literacy strategy descriptions).
Artist – one who professes and practices an imaginative art (Webster, 1991)

Responder – one that responds (Webster, 1991)

Facilitator – one that makes work easier (Webster, 1991)

Students engage in the observation, questioning, and responding procedure to have a discussion on critique that engages the artist and audience member without thinking of their own needs. The process, which is called “critical response,” is a four-step process created by Liz Lerman that follows the observation of a work, activity, or performance. There are two additional steps that are continued through individual exploration and one-to-one feedback. For further explanation, distribute Toward a Critical Response article at the end of the lesson.
Students watch a selected dance work on video or a live performance (e.g., dance showcase created by the class, student/faculty concert, or composition studies from the day). 

Students limit their critique to the use of the element of “space” in the compositions.

For this lesson, act as the facilitator and students act as the artists when discussing their work and responders when they are audience members. When students understand the process, they can also act as facilitators. 

Step 1:  
After viewing the work or performance, responders discuss what was positive about the performance they just observed.

Step 2:  
The creator of the work asks questions about the work for the responders to answer without opinion.  

Step 3:  
Responders then ask the artist questions about the work that are neutral—without opinion. For example, when discussing the costumes, “Why did you have two different color dresses that didn’t match?” is not neutral. A neutral question would be, “What guided your costume choice?” 

Step 4:  
If responders have opinions or questions that include an opinion, the process requires that permission be given by the artist—for example, “I have an opinion about lighting, would you like to hear it?” If the artist prefers not to address the subject, he/she can decline to go any further in the discussion.
Sample Assessments

Formative 

Observe the process with the students as responders and assess student participation in respectful and positive fashion. Observe students’ accurate use of dance vocabulary.

Teachers observe students engaging in the process throughout the course of the semester to assess their work and compositional activities.
Resources

Lerman, L. (2003). Toward a process for critical response. Retrieved May 22, 2008 from http://www.communityarts.net/readingroom/archivefiles/2003/10/toward_a_proces.php.

Webster, M. (1991). Webster’s ninth new collegiate dictionary. Springfield, MA: Merriam-Webster 5.
Title      
Advocacy through Dance

Time Frame
Four 55-minutes lessons
Overview 
Students create multidisciplinary dance projects to advocate an environmental issue.


Standards

Creative Expression, Aesthetic Perception

	Arts Benchmarks


	Compare and contrast multiple possibilities and options available for artistic expression through dance.
	D-AP-H4

	Utilize dance as an expression of individual ideas and feelings.
	D-CE-H3

	Incorporate improvisation, choreography, and choreographic forms into dance compositions.
	D-CE-H4

	Present a multi-disciplinary dance project.
	D-CE-H6

	Manipulate technical dimensions of dance individually and collaboratively.
	D-CE-H7


Foundation Skills  Communication, Problem Solving, Linking and Generating Knowledge
Student Understandings 
Students demonstrate an understanding of the multiple possibilities of artistic expression through dance by comparing and contrasting multidisciplinary dance projects.
Vocabulary  
multidisciplinary, environmental, theme, advocacy 
Materials and Equipment 

open space, sound equipment, video camera, and computer with editing software

Prior Knowledge

Students have basic dance compositional skills.
Sample Lesson  

This project can be done individually or in small groups.  All classes begin with a modern dance warm-up that incorporates desired skills.
Lesson 1
After the warm-up, students brainstorm (view literacy strategy descriptions) on environmental issues that interest them. Write the ideas on the board. Students vote on the ONE issue that will be the theme for all of the multidisciplinary dance projects. Explain that students are allowed to sing, speak, add music, or visual art to their dance studies.

The homework assignment is for students to find a song, poem, story, or visual artwork that relates to the environmental issue chosen by the class.

Lesson 2
After the warm-up, students create one- to two-minute studies based on the song, poem, story, or visual artwork that they brought to class. Students find three to four images in their artwork that inspire movement. Images could be words in songs or poems, a phrase in a story, brush strokes or color in a painting. Students develop a single movement phrase based on each image. They are to connect, modify, and develop the phrases into a study. They incorporate the artwork into the study. 

Lesson 3 

Before the warm-up, create a rubric for evaluating the successful completion of the studies with the students. Possible criteria follow:
· Did the study express the environmental issue?

· Did the study incorporate a second art form?

· Was the study the appropriate length?

· Was the movement appropriate for the subject?

· Did the study hold the attention of the audience?

After the warm-up, students rehearse and refine their studies. At the end of the lesson, students perform the studies for the class.

Lesson 4
After the warm-up, students discuss the performances and compare and contrast how the environmental issue was presented in many different ways. Students reflect on the project in their learning logs.

Sample questions for discussion and learning logs:
· How did your project combine science and art?

· What was interesting about the variety of presentations?

· How can art be a means for advocacy?

· If you were to create another art advocacy project, what would it be?
Sample Assessments
Formative 

Observe the students participating in the project and in the class discussion. 

Review the learning logs.

Summative 

Students connect their studies to create a performance piece on the environmental issue. 

Students video the performance piece and edit it to create a short video piece or commercial advocating their environmental issue. 
Evaluate the studies by using the rubric developed in Lesson 3.

Resources

Blom, L., & Chaplin, L. (1982). The intimate act of choreography. University of Pittsburgh Press.

Ellfeldt, L. (1988). A primer for choreographers. Prospect Heights, IL: Waveland Press.
Humphrey, D. (1959). The art of making dances. New York: Grove Press.

Title      
Interpreting “Sweet Dreams”


Time Frame
45 – 60 minutes

Overview   
Students view Jiri Kylian’s “Sweet Dreams,” improvise with an apple, and discuss choreographic intent.

Standards

Creative Expression, Critical Analysis  

	Arts Benchmarks


	Explain how elements of dance communicate the choreographic intent in various works.
	D-CA-H2

	Use the elements of dance to develop technical skills and expand or refine movement vocabulary.
	D-CE-H2


Foundation Skills 
Communication, Problem Solving, Citizenship

Student Understandings 
Students demonstrate an understanding of how elements of dance communicate choreographic intent when they warm-up by improvising with an apple, using the elements of dance, and viewing “Sweet Dreams.” They discuss how Kylian communicated the idea of dreams in his dance.
Vocabulary  

Space: level, direction, shape, symmetry, asymmetry, positive/negative space, focus

Energy: sustained, vibratory, swinging, suspended, collapsing

Time: tempo, momentum, duration, accent, meter, rhythm, motif
choreographic intent
Materials and Equipment 

video of Jiri Kylian’s “Sweet Dreams,” apples, dance space, learning logs, and pen

Prior Knowledge

Students should be familiar with the elements of dance.


Sample Lesson

Divide the students into groups of three or four. Give an apple to one dancer in each group. Ask the students to pass the apple among them and to incorporate the apple in their movement. Encourage them to explore using a variety of shapes, body parts, levels, directions, energies, and times. Allow ten to fifteen minutes for this episode.
Sometimes meaning in dance can be obscure or ambiguous. Many times it invites a great diversity of interpretation. The first clue as to a work’s meaning comes before the dance begins, in the form of its title. Provide five to ten minutes.

Lead a class discussion. Given the title “Sweet Dreams,” in what ways would the students manipulate the elements of dance? Other questions include the following: 
· What are the characteristics of a dream? 

· How can dance portray a dream-like quality?

· In what specific ways might you use the elements of dance, space, time, and energy to convey your ideas about dreams?

“Sweet Dreams” uses a variety of techniques to evoke a dream-like quality. Scenes seem disjointed from one another as they pass from space to space in windows of light. Strange images and analogies are suggested in the movements of the dancers. Unifying the piece is the continuing presence of apples. Dancers stand on them, grab them in their mouths, sandwich them between each other, and pass them among themselves. At one point, a sleeping dancer is deluged by a river of apples pouring down on her.

Show a video of Jiri Kylian’s “Sweet Dreams.”  Students pay attention to various elements of dance incorporated in the choreography as they watch the video. This is a rich, complex work that students may wish to view more than once. This episode will take approximately 15 minutes. 
During the last few minutes of the class, students respond to the following questions in their learning logs (view literacy strategy descriptions):
· How were elements of dance used to convey the idea of a dream in the video?

· How was space used to create a dream-like quality?

· How did variations in energy portray different moods?

· Did time play an important role in creating the theme of the work?

Sample Assessments
Formative 

Observe students as they pass the apple from one to another. Assess their understanding and skill in incorporating variations in space, time, and energy. Learning log writings will demonstrate an understanding of how the elements of dance communicate the choreographic intent in “Sweet Dreams.”
Resources

Blom, L., & Chaplin, L. (1982). The intimate act of choreography. University of Pittsburgh Press.

Humphrey, D. (1959). The art of making dances, New York: Grove Press.

This video includes Jiri Kylian’s “Sweet Dreams”:
Kylian, J. (1995). Jiri Kylian’s black and white ballets, Image Entertainment.
Title      
The Haka: A Maori Dance of Celebration and Battle


Time Frame
45 – 60 minutes

Overview 
Students learn about and view ceremonial battle dances and compose their own battle dances.


Standards

Creative Expression, Historical and Cultural Perspective
	Arts Benchmarks


	Analyze universal themes as exhibited in dance from various cultures.
	D-HP-H5

	Utilize dance as an expression of individual ideas and feelings.
	D-CE-H3

	Incorporate improvisation, choreography, and choreographic forms into dance compositions.
	D-CE-H4

	Present and evaluate dance compositions designed to display skills and techniques.
	D-CE-H5


Foundation Skills 
Problem Solving, Linking and Generating Knowledge, Citizenship

Student Understandings 
Students demonstrate an understanding of ceremonial battle dances from various cultures when they study the dances and choreograph their own battle dance.
Vocabulary  

Haka, Ta Kate, peruperu, Maori

Materials and Equipment 

Internet access, video No Way Out, learning log, and pens

Prior Knowledge

Students have basic modern dance skills.
Sample Lesson 

Do a brief modern dance class warm-up (approximately 15 minutes)(see Appendix A).
Incorporate vocalizations into the warm-up class. For example, add a grunt to contractions or a shout of “hey!” to a foot stomp. 

Introduction
A haka is a traditional dance form of the Maori of New Zealand. The haka is considered a ceremonial dance. It is a posture dance with shouted accompaniment, performed by a group. Some hakas, called peruperu, are war dances, performed before a battle to demonstrate prowess and ferocity and to intimidate the opponent.  For over a hundred years, the New Zealand International Union Rugby team has performed a traditional Maori haka dance, “Ta Kate,” before each match. The dance is intended to intimidate their competition. To this day, the All Black rugby team of New Zealand enacts the “Ta Kate” before its matches.
Hawaii’s rugby team created their own war dance in answer to the All Black Haka, using the Hawaiian language and traditional movements. The shouted chorus and strong gestures associated with the Haka are mimicked.

After the introduction, students view a video of the “Ta Kate.” (Several have been previewed and listed in the resources.)
Exploration
Students create their own version of a haka battle dance. First, students consider the following questions:
· What makes a stance aggressive? 

· What makes the vocalizations intimidating? 

· Can you attribute a meaning to the gestures of the “Ta Kate”? 

· The haka is enacted in a grounded position. Does this make the dance fiercer or could the dance be as forceful on a different level? On several levels?

· How important is maintaining a rhythm in the dance?

· How does focus play a role in the dance?  

· In what way does effort play a part in the dance? 

Now, students can create their own battle dance, keeping in mind the answers to the preceding questions. Encourage a cooperative spirit as the group works to complete the composition together. When the dance is complete, divide the class into two groups facing each other. Students take turns practicing the battle dance on each other. 

Have the students respond to these questions in their learning logs (view literacy strategy descriptions):
· Does performing the dance make you feel more aggressive or powerful?

· Which elements of dance did you feel were most useful in creating your battle dance?
Sample Assessments
Formative 


Check students’ understanding of elements of the “Ta Kate” as they compose their 
own battle dance.


Students describe the common themes they encounter as part of the creation process.
Resources

These websites contain videos of rugby and football teams performing the haka. The first website contains interviews that provide historical and cultural descriptions about the significance of the dance.  It is recommended that the videos are previewed before showing them to students. 
http://musicandsports.bossaball.net/2007/haka-football-is-war-polynesian-tribal-chants.htm
http://honewatson.com/delicious/update-all-black-haka-video/
http://www.rugbyvideo.co.nz/category/haka-the-all-blacks/ 
Title      
Social Themes and Urban Bush Women

Time Frame
45-55 minutes

Overview 
Students view excerpts of Urban Bush Women dances and discuss the social themes presented through the choreography.


Standards

Creative Expression, Critical Analysis  

	Arts Benchmarks


	Describe the social theme conveyed in a dance and how personal experience influences interpretation of dance.
	D-CA-H4


Foundation Skills  Communication, Linking and Generating Knowledge, Citizenship

Student Understandings 
Students demonstrate an understanding of how personal experience influences the interpretation of social themes in dances when they view and discuss choreography by Urban Bush Women.
Materials and Equipment 

video of Urban Bush Women

Sample Lesson

Urban Bush Women, founded by Jawole Willa Jo Zollar, is a Brooklyn-based, predominately female African-American dance company. Urban Bush Women’s message is more than entertainment. They hope their art encourages people to become involved, responsible members of their communities. Urban Bush Women uses dance to tell the stories of disenfranchised people. 
Three well-known pieces of Zollar and the Urban Bush Women are “Batty Moves,” “Girlfriends,” and “Give Your Hands to Struggle.” “Batty” is a word used to describe the buttocks. The piece asks the audience to look at their ideas of body image and appropriate movement.  “Girlfriends” looks into the relationships of college girlfriends. “Give Your Hands to Struggle” depicts the African-American experience in movement.

Students view a piece of Urban Bush Women choreography. After watching the choreography, the students participate in a guided discussion about the social theme of the piece.

Questions for discussion:
· How was the social theme depicted in the dance?

· Can you relate to the theme in any way?

· Do you think you would react differently to the piece if you were the opposite sex, a different race, or a different generation? 

Sample Assessments
Formative 

Observe the students participating in discussion.
Summative 

Students write a one-page essay describing how the social theme is depicted in an Urban Bush Women piece and how their personal experiences influenced their reactions to and interpretations of the work.
Resources

Women’s work: urban bush women. (1996). (Video).
Urban Bush Women website contains information on the dance company:
http://www.urbanbushwomen.org/home.html 
Title      
Be a Teacher

Time Frame
Two 55-minute lessons
Overview
Students study the correct order and terminology of ballet class exercises. After each student creates one ballet exercise, students teach the exercises to each other, forming a complete class.

Standards

Creative Expression, Historical and Cultural Perspective

	Arts Benchmarks


	Investigate and assess roles, careers, and career opportunities in dance production.
	D-HP-H4

	Use the elements of dance to develop technical skills and expand or refine movement vocabulary.
	D-CE-H2


Foundation Skills 
Communication, Problem Solving, Citizenship

Student Understandings 

Students demonstrate an understanding of the career of a ballet teacher and of ballet vocabulary by creating ballet exercises and teaching the exercises to the class.  Students use communication skills to describe and lead their exercises with the class.  Students use problem-solving skills to journal improvement.

Vocabulary  
general ballet terminology, pedagogy
Materials and Equipment 

dance space, CD/music player, ballet class, board/chart paper, careers in dance handout
Prior Knowledge
Students have an understanding of a traditional ballet class progression.
Sample Lesson  

Lesson 1
Introduction to concept

Teaching is a large part of dance and its survival. Teaching is a career choice that is a viable form of employment for many dancers, both after their performance careers and as their sole career choice. Teaching requires planning, forethought, patience, and knowledge as well as classroom management skills, communication skills, and awareness of pedagogy. Share with the class the aspects of teaching (degrees available, venues for teaching) as written in the handout. Provide the handout to students for placement in their learning log. 
Students write in their learning log the proper order of a ballet class from barre to center to across the floor and reverence (plié, tendu, degage, etc.). In a group setting, students call out the order while another student writes it on the board.  Assign each exercise a number (1. plié, 2. tendu, etc.). Assign each student a number randomly. Their number will correspond to the provided exercise number on the board. 

Students spend 5-7 minutes to create the assigned ballet exercise.  Use a structured “music for ballet class” CD to alleviate finding music for so many exercises. Direct the students to ensure the prescribed music works with their exercise.

Going through the prescribed order of the ballet class established at the beginning, each student teaches his/her exercise to the other students through demonstration and verbal command.  Execute the exercise on each side (as appropriate), then move to the next student. 

Lesson 2
If there are more students than prescribed exercises, assign each exercise two students. Lesson 2 can repeat the process with the second set of students. 

Lesson 2 can also repeat the process with new assignments of students to the exercises to allow for further exploration in the field.

During the last five to ten minutes of class, have students reflect on teaching in their learning logs.  Students respond to the following questions:

· Write down the exercise you taught with correct spelling of the steps.

· What did it feel like to teach your peers?

· What did it feel like to articulate your steps verbally and physically?

· What would you do differently next time?

· How difficult was it to come up with your exercise?

· What do you think it would take to plan an entire class?

· What did you learn about the area of teaching as a career?

· Is teaching a career choice for you? Please explain why or why not.

Sample Assessments
Formative 

Observe students in the planning and execution of the exercise. How comfortable are they? If the class was conducted 2-3 times this way, did the students get more comfortable? 

Summative 

Learning log exercises demonstrate students’ understanding of the difficulties of teaching as well as the rewards. Students accurately demonstrate ballet exercises and write ballet terminology. Identify the main functions, responsibilities, or tasks of professional and technical careers in teaching dance. Students will recognize that there are credentials available for teachers through the handout.

Resources

Hammond, S. N. (1993). Ballet basics. Mountain View, CA: Mayfield Publishing.

Harris, L. (1992). My favorite ballet class [CD]. Tenacious.

Rinaldi, A. (1999). The keys of dance: music for ballet class [CD]. Orchard Records. 
The American Ballet Theatre’s Video Dictionary contains video of some ballet terms:
http://www.abt.org/education/dictionary/index.html
Career Opportunities/Options Dance
Performance – to be able to perform with an established company, organization, or artist Performers usually travel the world on tour performing work for audiences.

College degrees available – B.F.A., M.F.A.
Advantages to obtaining a college degree: 

· Advancement of technical ability in a conservatory environment
· Opportunities to study with guest artists and experienced faculty
· Opportunities to create work in a safe, process-oriented environment
· Opportunities to gain performance experience prior to company auditions
· Time to mature into a stable dancer
· Opportunities to gain additional resources for employment (other areas of study include: technical, costume, makeup experience, educational tools, administrative skills, choreographic experience)

· More options when changing careers later in life
Without a college degree:
· Only learn what the company can offer
· Limited resources for career transition
· Advancement of technical ability, only if the company has a regular class/school attached
Choreography – to make work for your company, an outside company, organization, university, or concert
College degrees available – B.F.A., M.F.A.
Advantages to obtaining a college degree:
· Advancement of compositional elements in making dances
· Advancement of critical response processes
· Opportunities to make work in an educational environment, offering ideas for furtherance of creative processes
· Many opportunities to create work for available dancers at no cost
Owner/Founder

Company – to create a performance company for touring, performances, etc.  As an artistic director/owner/founder, you would need to establish a board of directors, mission, bylaws, and register the corporation with the state.  Also, register with the federal government to tour.  This is to gain a status to receive money/funding from foundations or the government.  

There are no college degrees geared to forming a company.  Some possible degrees available to build the knowledge necessary to found a company are B.A. in Business or Arts Administration, B.F.A. in dance performance/choreography, M.F.A. in choreography/performance, M.A. in Arts Administration, M.B.A. in Business Administration.  If you pursue a dance degree, you could also minor in business.

Studio – As a founder of a dance studio in a community or city, you need to establish what types of dance you would teach.  Also, you need to have someone know about running a business.
A college degree is not necessary to have a dance studio.  Having a college degree in dance improves your reputation as a quality dance teacher. A B.F.A. in dance performance/choreography would be helpful.

Education/Teaching

College – To teach in a university or community college dance program, you must a have a master’s degree or have performed with a significant company. Many universities require an M.A., M.Ed., M.F.A., Ed.D., or Ph.D.
Schools – Depending upon the type of school, a bachelor degree/certification may be required.
Elementary/High School



Dance Instruction (performing arts schools)



Arts In Education (integration)



Studio 

Dance Education – there are specific degrees for this that allow for training in teaching arts integration and art for arts’ sake.
Physical Therapy – Advanced degrees required (about 8-12 years of study)
Kinesiology/Sports Medicine – Advanced degrees usually preferred
Dance Therapy – Special certifications exist within this field—usually connected with psychology.
Dance Notation – Special certifications exist. It is rare to find experts in this field. Labanotation is the most common form of notation, but few dance companies use it currently.
Dance History – This is one of the few fields that has a Ph.D. available. It is useful for teaching in a university, as a consultant, writing books, etc.

Arts Administration – Degree requirements vary within this field. Experience and education are weighted equally.

Executive Director/President


Marketing


Development


Education/Outreach


Box Office


Finance/Operations

Technical/Production


Company Manager


Tour Manager


Technical Director


Costume/Set/Make Up Designer


Lighting Designer

Appendix A

Basic Modern Dance Warm-Up

Rolling Down the Spine

Beginning with the very top of the spine, drop the chin and continue to roll down through the spine, one vertebrae at a time until the torso is inverted.

Reverse by rotating the pelvis to vertical and continue to straighten the spine, one vertebrae at a time until the head is lifted and the torso is vertical.


Roll down the spine 8 counts


Bend the knees (plié) 2 counts


Straighten the knees 2 counts


Bend the knees 2 counts


Straighten the knees 2 counts


Roll up the spine 8 counts


Bend the knees 2 counts


Straighten the knees 2 counts


Rise on the toes (relevé) 2 counts


Lower the heels 2 counts

Pliés

Plié means to bend a weight-bearing leg or legs at knee, hip, and ankle.


With feet hip width apart in parallel 1st position



Bend the knees 2 counts



Straighten the knees 2 counts



Rise on the toes (relevé) 2 counts



Lower the heels 2 counts


Repeat adding arms



Bend the knees and bring the arms forward to waist height



Straighten the knees and bring the arms overhead



Rise on the toes and open the arms to the side shoulder height



Lower the heels and lower the arms


Repeat entire exercise in turned out 1st, parallel 2nd, and turned out 2nd positions.

Brushes (Tendu) and Foot Articulations


In parallel 1st position, begin with right foot

Lift the heel leaving the ball of the foot on the floor (“ball”) 1 count



Press the toes off the floor with the foot pointed (“point”) 1 count



Return the toes and ball of the foot to the floor (“ball”) 1 count



Return the heel to the floor (“flat”) 1 count


Repeat with left foot, right foot, left foot


Repeat in turned out 2nd position.


In parallel 1st position with right leg



Brush right leg forward 2 counts



Return leg to parallel 2 counts



Repeat


Repeat with left leg 


Repeat in 1st position turned out, extending legs to side 

Body Swings

Students begin standing in parallel 1st position and bouncing. Continue the bounces as arms swing up above the head. Take the head down with the arms to swing to the bottom and back up.


Perform 16 body swings

Leg Swings


Begin in turned out 1st position

Raise the right leg up and forward in a bent position suspending at the top. Drop the leg and let momentum carry the leg through 1st position to a lifted back suspended position until it drops again through 1st position


Repeat the swings for 16 counts.


Repeat on the left leg for 16 counts

Small Jumps


Jump in 1st parallel 4 times


Jump in 1st turned out 4 times


Jump in 2nd parallel 4 times


Jump in 2nd turned out 4 times


Jump in each position 2 times


Jump in each position 1 time, twice through.
Appendix B

Basic Ballet Warm-Up

All ballet is performed “turned out,” with the legs rotated outward at the hip socket.  

The foot maintains its point in the air and passes through the point in opening and closing from the floor. Arms are rounded.

Plié
- Plié means to bend a weight-bearing leg or legs at knee, hip, and ankle

Standing in first position


Bend the knees 2 counts


Straighten the knees 2 counts


Bend the knees 2 counts


Straighten the knees 2 counts


Bend the knees and continue until the heels lift off the floor in a full squat 4 counts





Straighten the knees 4 counts


Bend the knees and continue until the heels lift off the floor in a full squat 4 counts





Straighten the knees 4 counts

Rise to the toes (relevé) 1 count


Lower the heels 1 count


Point the toe (tendu) to the side 1 count


Lower the heel to second position 1 count

            Repeat the exercise in second position and in fifth position

Tendu
- Tendu (stretch) brushes the foot along the floor until it extends into a point 


Standing in first position with the arms extended to the side in 2nd position



Tendu to the front 2 counts



Return the foot to first position 2 counts



Tendu to the side 2 counts



Return the foot to first position



Tendu to the back 2 counts


Return the foot to first position



Tendu to the side 2 counts



Return the foot to first position

          Repeat the exercise four times

          Repeat the exercise from 5th position

Dégagé  - Dégagés (disconnected) are tendus extended to several inches off the floor



Standing in first position with arms extended to the side 




Brush the foot forward to extend pointed off the floor 1 count




Brush the foot back in to first position 1 count




Brush the foot backward to extend pointed off the floor 1 count




Brush the foot back in to first position 1 count




Repeat the forward and backward brush three more times 12 




counts more




Brush the foot to the side to extend pointed off the floor 1 count




Brush the foot back in to first position 1 count



Repeat the sideways, brushing seven more times, 14 counts more

Rond de jambe à terre - Rond de jambe à terre  means “round of the leg on the floor” 



Standing in first position with arms extended to the side




Tendu to the front 1 count





Circle the toe on the floor to the side 1 count




Circle the toe on the floor to the back 1 count




Return the foot to first position 1 count




Perform the rond de jambe eight times



Reverse the direction of the circle and perform the rond de jambe eight 



times
Frappé -Frappé (struck) should be performed with the force of a striking match


Stand on one leg with the foot of the other leg flexed and place in front of 



the ankle of the supporting leg, arms extended to the side






Strike (brush) the ball of the foot on the floor as it is extended to 




the side, pointed and several inches off the floor 1 count




Return the foot to the ankle, this time to the back, without touching 



the floor 1 count




Strike (brush) the ball of the foot on the floor as it is extended to 




the side, pointed and several inches off the floor 1 count




Return the foot to the ankle, this time to the front, without touching 



the floor 1 count

                              Perform the frappé sixteen times
Developé - Developé should be performed slowly

                             Standing in fifth position


Pick up the front foot and place it in front of the ankle of the 


supporting foot, pointed 1 count


Draw the toe up the front of the leg until it is pointed in front of 


the knee 1 count


Open the toe out to the front slowly until the leg is extended, in the 

air to the front, as high as it will go 4 counts


Lower the leg until it is pointed on the floor in front 1 count


Close the foot into fifth position 1 count

                              Repeat the developé to the side, then the back, then the side again

Grand Battement - Grand battement is a big kick

Standing in fifth position with the arms extended to the side



Point the foot on the floor to the front 1 count



Kick the leg into the air in the front 1 count



Lower the toe back to the floor in front 1 count 



Return the foot to fifth position 1 count



Kick the leg into the air in the front, passing through the 



point on the floor 1 count



Return the foot to fifth position, passing through the point 



on the floor 1 count



Kick the leg into the air in the front, passing through the 



point on the floor 1 count



Return the foot to fifth position, passing through the point 



on the floor 1 count


Repeat the sequence to the side, then to the back, then to 



the side again
Glossary
AB – A two-part compositional form with an A theme and a B theme; the binary form consists of two distinct sections.

ABA – A dance form described as (A) a movement phrase, (B) a new movement phrase, and a return to (A), the first movement phrase.

à terre​ - On the ground. This term indicates: (1) that the entire base of the supporting foot or feet touches the ground; (2) that the foot usually raised in a pose is to remain on the ground with the toes extended.
abstract–  To remove movement from a particular or representative context and (by manipulating it with elements of space, time, and force). Dance that is without a plot, character, or storyline.
accent – A movement or shape performed in such a way as to give emphasis.
adagio – In dancing it has two meanings: (1) A series of exercises following the center practice, consisting of a succession of slow and graceful movements which may be simple or complex. (2) The opening section of the classical pas de deux, in which the ballerina assisted by her male partner, performs slow movements and enlèvements in which he lifts, supports, or carries the dancer.
asymmetrical – When the dance or the body parts are arranged differently on each side.
balancé – A rocking step.
ballet – The traditional style of [image: image1.png]


ballet, which stresses the [image: image2.png]


academic technique developed [image: image3.png]


through the centuries of the [image: image4.png]


existence of [image: image5.png]


ballet.
Bharata natyam – A classical Indian dance
canon – A canon or round can be described as singing “row, row, row your boat” in parts, but using movement in place of or along with lyrics. This structure works well with young children as well as older ones because they have less material to remember; they are familiar with this musical pattern; and a little choreography goes a long way, i.e., one movement pattern is continually repeated.

chance dance – Choreographic process in which elements are specifically chosen and defined but randomly structured to create a dance or movement phrase. 
choreographer – A person who creates dances.

choreographic intent - The mood or impression that the choreographer wishes to create or realize in the audience. It is achieved through use of technique, form, the principles of design, stagecraft elements, etc.
climax – Sequential arrangement to achieve a key statement or intensity; the portion of the composition given primary emphasis or representing culmination; the most intense or highest point in the development or resolution of choreography. 

closed ballroom position – A position where partners face each other slightly apart, with a normal hold.
codified – To organize rules into an organized system.
collaboration – Two or more people working together to create a performance.
composer – A musician who creates original music.

composition – The act or process of creating a dance.
controlled – Movement quality that is carefully regulated.
costume designer – A profession where a person designs costumes for dance.
creativity – Making dance in a new way or different way – to move in ways that are unique.
critical response – A judgment of a performance based on previously established criteria.
cue – A signal to move, act, or speak.
dégagé – Shifting weight from one foot to another.
direction –  The movement from one point in the dance space to another.
director – Profession that is responsible for all aspects of a performance.
dirge – Movement quality that is very slow.
duration ​– The length of movement in relation to space and time.
elements – The components present in all movement: space and time with energy/force.
energy – An element of dance referring to force applied to movement.
entertainment – A production that is for the enjoyment of an audience. 
facilitator – Someone who encourages people to find creative solutions to problems.
fluid – Movement quality that is smooth and connected.
focus – A central point of concentration, attention, or specific energy given to movement in space.
force – An element of dance referring to the release of potential energy into kinetic energy. Force involves body weight (implied and real); reveals the effects of gravity on the body; is projected into space; and affects movement, emotional and spiritual relationships, and intentions.

gender – The sex of a person.
gesture – A movement made with a part of the body to express meaning or emotion.

grand battement – An exercise in which the working leg is raised from the hip into the air and brought down again, the accent being on the downward movement, both knees straight. 
Haka ​– A posture dance with shouted accompaniment, performed traditionally by the Māori of New Zealand.
hula – Ethnic dance from Polynesia. 

improvisation – Movement that is created spontaneously, ranging from free-form to highly structured environments, but always with an element of chance. Provides the dancer with the opportunity to bring together elements quickly, and requires focus and concentration. Improvisation is instant and simultaneous choreography and performance.

isolations – Movements of the body that occur separate from others.
jazz dance – A style of dance that encompasses the forms of tap swing
lighting designer – A professional who creates a lighting design to help communicate the intent of the choreography.
locomotor – Movement that travels from place to place, usually identified by weight transference on the feet.

mazurka – A Polish folk dance in 3/4 time which has been introduced into a number of ballets as a character dance.
meter – Sets of beats grouped together.
momentum – Speed of force of movement.
motif – A short prominent sequence of movement forming the basis for development.
movement qualities – The identifying attributes created by the release, follow-through, and termination of energy, which are key to making movement become dance. 

music visualization – The structure of the music which is used to create the dance.
negative space – The area around an occupied space.
pas de Basque - A dance step performed usually on the spot, consisting of one long and two short movements during. 
pathway – The route a dancer takes through general space, or the route that a specific body part takes through personal space.
pattern – Forms, lines, or symbols that move in a pre-arranged sequence.

pedagogy – The art and study of teaching.
peripheral – Relating to the edge of something.
phrase – A brief sequence of related movements that has a sense of rhythmic completion.

plié – Classical ballet term meaning to bend at the knees.

Polinaise – A processional dance in which two steps are taken forward on the demi-pointes and then the third step is taken flat with the supporting knee bent in fondu and the other leg raised in front.
Polka – A lively dance for couples consisting of three quick steps and a hop.
positive space – The space filled by the body when shape is made. 
principles of design – Refer to the concepts of repetition, balance, contrast, emphasis, and variety.

procession – A group of people moving forward as part of a celebration or demonstration.
release – The opposite of contract. A release is only done after the contraction. It is a “letting go” of a forced movement or pose.
rélevé – Classical ballet term meaning to lift or raise the body.

repetition – A principle of design referring to the presentation of a theme or a portion of a theme a number of times for emphasis or to gain form or interest. 
responder – A person who acts on another’s prompt.
restrictive – Acting as a limit or control on movement.
retrograde – A choreographic technique where a dance is performed backwards.
rhythm – Recurring beat patterns in music. Also an element of time to describe kinetic and auditory marks in movement. 

rond de jambe – A circular movement of the leg in a ballet style.
rondo – A dance form described as (A) (B) (A) (C) (A) (D) (A). The choreographic pattern is (A), as the primary movement pattern is constantly being repeated. (B), (C), and (D) should be different from (A).

sacred – Relating to or used in religious worship.
shape – The physical design of the body in motion or stillness, either conscious or unconscious.

solar plexus – A point on the upper abdomen just below the point where the ribs separate.
solo – A feature dance performed by one dancer. 

space – The area occupied by the body as well as that area into which the body occupies; either high, medium, or low; an essential element of dance.

spatial patterns – A prescribed form which moves through space.
stage manager – A profession controls the action during a performance, making sure that technical aspects function as intended.
still point – A balanced moment between movements.
stillness – Dance quality referring to the absence of movement.
subjectivity – Interpretation based on personal opinions and feelings rather than established criteria.
symmetrical – When the dance or the body parts are arranged similarly on each side.
tango – A stylized Latin American ballroom dance in 2/4 time.
technical dimensions – The physical space for the dance.
tempo – Suggests the speed of the music.

tempo change – When the tempo of the music shifts.
tendue – Classical ballet term referring to the movement of the foot when it draws out and comes to a point.

Theme – The principal focus in a dance composition.
theme and variation – The theme and variation format can be described as a movement pattern with subsequent movement patterns being variations of the original (A), (A1), (A2), (A3).

tradition – A long-established pattern of behavior.
unison – All movements occurring identically and at the same time.

variety – A principle of design referring to diversity in treatment of the material within the theme of the composition; an embellishment or change in movement or theme to add interest or meaning.

visual artist – A person whose mode of expression is two- and three-dimensional works of inanimate objects.
waltz – A ballroom dance in triple time in which a couple turns continuously while moving across a dance floor.
whirling dervishes – People who spin as part of their ritual religious observances.
work gang – A group of people who are forced to work, typically prisoners.

DANCE

CREATIVE EXPRESSION

Standard:  Students develop creative expression through the application of knowledge, ideas, communication skills, organizational abilities, and imagination.

	
	K–4
	5–8
	9–12

	Benchmark 1
	Use kinesthetic awareness, proper use of space and the ability to move safely

(1, 2, 5)
	Demonstrate self-monitoring and effective use of space

(2, 5)
	Incorporate kinesthetic awareness, use of space, and self-evaluation to refine performance skills

(2, 4, 5)



	Benchmark 2
	Explore and demonstrate basic movements and the elements of dance (space, time, and energy) 

(1, 2)
	Use the elements of dance to execute basic movements with increased skill and develop a movement vocabulary

(1, 4)
	Use the elements of dance to develop technical skills and expand or refine movement vocabulary

(1, 4)



	Benchmark 3
	Recognize and explore dance as a way to create and communicate ideas and feelings

(1, 4)
	Demonstrate the ability to use dance as a language and means of communication

(1, 4)


	Utilize dance as an expression of individual ideas and feelings

(1, 4, 5)

	Benchmark 4
	Explore the process of making a dance; improvise to create a dance phrase

(1, 2)
	Use improvisation, choreography, and choreographic forms to sequence movements into dance phrases

(2, 3)


	Incorporate improvisation, choreography, and choreographic forms into dance compositions

(2, 3)

	Benchmark 5
	Execute improvised and set movement patterns with concentration and focus individually and in groups

(1, 4, 5)


	Perform informal and formal dance compositions individually and in groups

(1, 4, 5)
	Present and evaluate dance compositions designed to display skills and techniques

(1, 2, 4, 5)


	Benchmark 6
	Identify relationships among dance, other arts, and disciplines outside the arts

(1, 4)
	Understand and express relationships among dance, other arts, and disciplines outside the 

arts

(1, 4)


	Present a multi-disciplinary dance project

(1, 2, 4, 5)



	Benchmark 7
	Develop awareness of technical dimensions of dance, such as costumes, performance space, and set design

(2, 4)
	Engage in individual and collaborative use of technical dimensions of dance and explore how use of current technology can enhance dance idea

(2, 3, 5)


	Manipulate technical dimensions of dance individually and collaboratively

(2, 5)


DANCE

AESTHETIC PERCEPTION

Standard:  Students develop aesthetic perception through the knowledge of art forms and respect for their commonalities and differences.
	
	K–4
	5–8
	9–12

	Benchmark 1
	Recognize the elements of dance and apply basic dance vocabulary

(1, 4)
	Understand the elements of dance and apply expanded dance vocabulary

(1, 4)
	Understand the elements of dance and apply advanced dance vocabulary

(1, 4)

	Benchmark 2
	Recognize and respond to concepts of beauty and taste in the ideas and creations of others through the study of dance

(1, 4, 5)
	Recognize that concepts of beauty differ from culture to culture and that taste varies from person to person

(1, 4, 5)
	Distinguish unique characteristics of dance as it reflects concepts of beauty and quality of life in various cultures

(1, 4, 5)

	Benchmark 3
	Identify and discuss how dance affects thoughts and feelings

(1, 2, 4)
	Describe the sensory, emotional, and intellectual impact of works of dance

(1, 2, 4)
	Analyze and express the impact of dance on intellect and emotions

(1, 4, 5)

	Benchmark 4
	Recognize that there are many possibilities and choices available in the process of creating a dance

(3, 4)
	Demonstrate awareness of various new ideas, possibilities, options, and situations pertaining to creating dance

(1, 4)
	Compare and contrast multiple possibilities and options available for artistic expression through dance

(1, 4)

	Benchmark 5
	Develop a basic understanding of the processes of creating, performing, and observing dance

(2, 5)
	Identify and discuss appropriate behaviors for creators, performers, and observers of dance

(1, 4, 5)
	Discuss the significance of collaboration and other group dynamics in creating, performing, and observing dance

(1, 4, 5)

	Benchmark 6
	Recognize how dance differs from other forms of human movement and share personal feelings or preferences about dance

(1, 2, 4)
	Discuss the question “What is dance?” and express intuitive reactions and personal responses to dance

(1, 4)
	Question/weigh evidence and information, examine intuitive reactions, and articulate personal attitudes toward dance

(1, 2, 5)


DANCE  

HISTORICAL AND CULTURAL PERSPECTIVE

Standard:  Students develop historical and cultural perceptive by recognizing and understanding that the arts throughout history are a record of human experience with a past, present, and future.
	
	K–4
	5–8
	9–12

	Benchmark 1
	Recognize and discuss the role of dance in cultural/historical contexts, including celebrations, ceremonies, and special occasions

(1, 4)
	Compare the role of dance in various cultures and discuss dance in cultural, historical, and contemporary contexts

 (1, 4)
	Explain the art of dance in relation to cultural values and prevailing social, political, and economic conditions

(1, 4, 5)



	Benchmark 2
	Recognize basic differences between dance styles and identify styles of dance in various cultures

(1, 3, 4)
	Identify differences in styles of dance and distinguish among dance styles from various cultures and time periods

(1, 4)
	Compare, contrast, and categorize styles of dance representative of various cultures and time periods

(1, 4)



	Benchmark 3
	Recognize great dance works, innovators, and performers who have shaped the history of dance

(1, 4)
	Identify and discuss the influences of great dance works, innovators, and performers who have shaped the history of dance

(1, 4)
	Compare and contrast current dance innovators and trends with past innovators and their contributions to dance

(3, 4)

	Benchmark 4
	Recognize careers in dance and identify roles of dancers in various cultures and time periods

(4)
	Identify, describe, and compare contemporary careers and professions in dance

(1, 4, 5)
	Investigate and assess roles, careers, and career opportunities in dance production

(1, 4)

	Benchmark 5
	Recognize universal themes in dance and how dance communicates a universal language

(1, 4)
	Identify and discuss universal themes exhibited in dance from various cultures

(1, 4)
	Analyze universal themes as exhibited in dance from various cultures

(3, 4)


DANCE

CRITICAL ANALYSIS

Standard:  Students make informed verbal and written observations about the arts by developing skills for critical analysis through the study of and exposure to the arts.

	
	K–4
	5–8
	9–12

	Benchmark 1
	Observe and identify the basic movements in dance

(3, 4)
	Recognize and describe movement content and expression in dance

(1, 4)
	Explain the manipulation of movement content and how it influences expression in a dance

(1, 4)



	Benchmark 2 
	Identify basic examples of the dance elements in various works of dance

(4)
	Identify how elements of dance are used in a work to communicate the choreographic intent

(1, 2, 4)
	Explain how elements of dance communicate the choreographic intent in various works

(1, 2, 4)



	Benchmark 3
	Recognize and discuss the sequencing of movements in dance

(1, 4)
	Describe the use of choreographic principles such as unity, contrast, continuity, and climax in dance

(1, 4)
	Apply understanding of choreographic principles and choreographic forms to analyze and explain dance

(1, 4)

	Benchmark 4
	Identify the main theme or story idea presented in a dance

(1, 4)
	Describe the main theme, story idea, or political message conveyed in a dance

(1, 4)
	Describe the social theme conveyed in a dance and how personal experience influences interpretation of dance

(1, 4, 5)



	Benchmark 5
	Identify and discuss basic ways of changing dance movements to improve a dance

(1, 2, 4)
	Critique works of dance using expanded dance vocabulary

(1, 2, 5)
	Critique works of dance using advanced dance vocabulary

(1, 2, 5)




LOUISIANA CONTENT STANDARDS 

FOUNDATION SKILLS
The Louisiana Content Standards Task Force developed the following foundation skills that should apply to all students in all disciplines.

1.
Communication:  A process by which information is exchanged and a concept of “meaning” is created and shared between individuals through a common system of symbols, signs, or behavior.  Students should be able to communicate clearly, fluently, strategically, technologically, critically, and creatively in society and in a variety of workplaces.  This process can best be accomplished through use of the following skills:  reading, writing, speaking, listening, viewing, and visually representing.

2.
Problem Solving:  The identification of an obstacle or challenge and the subsequent application of knowledge and thinking processes, which include reasoning, decision making, and inquiry in order to reach a solution using multiple pathways, even when no routine path is apparent.

3.
Resource Access and Utilization:  The process of identifying, locating, selecting, and using resource tools to help in analyzing, synthesizing, and communicating information.  The identification and employment of appropriate tools, techniques, and technologies are essential to all learning processes.  These resource tools include pen, pencil, and paper; audio/video materials, word processors, computers, interactive devices, telecommunication, and other emerging technologies.

4. Linking and Generating Knowledge:  The effective use of cognitive processes to generate and link knowledge across the disciplines and in a variety of contexts.  In order to engage in the principles of continual improvement, students must be able to transfer and elaborate on these processes.  Transfer refers to the ability to apply a strategy or content knowledge effectively in a setting or context other than that in which it was originally learned.  Elaboration refers to monitoring, adjusting, and expanding strategies into other contexts.

5. Citizenship:  The application of the understanding of the ideals, rights, and responsibilities of active participation in a democratic republic that includes working respectfully and productively together for the benefit of the individual and the community; being accountable for one’s own choices and actions and understanding their impact on oneself and others; knowing one’s civil, constitutional, and statutory rights; and mentoring others to become productive citizens and lifelong learners.

Note:  These foundation skills are listed numerically in parentheses after each benchmark.



Name______________________________  School___________________________________


Grade_______ Teacher___________________________________
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