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. ABSTRACT 

A case for dance in the educational experience of 

hearing impaired students is presented in this thesis. 

Communication skills, creative self-expression, and self-

confidence are identified as special needs of deaf 

students. Dance class experiences provide opportunities 

for students to develop behaviors of cooperation, 

leadership, and social interaction. These behaviors 

correlate with the fulfillment of the students' special 

needs. Observations and experiences of the author at the 

Arizona School for the Deaf and Blind and at Gallaudet 

College, in Washington, D.C., contributed to information 

presented in this thesis. As a result of this experience 

and research, the author presents a ten-week dance 

curriculum design for junior high level deaf students. 

It is concluded that the dance class experience can 

contribute to development of well-rounded individuals and 

is an appropriate educational experience for hearing 

impaired students. 
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CHAPTER ONE 

A CASE FOR DANCE 

Introduction 

Human gesture serves as a means of communication 

and expression among people of all cultures. Dance is an 

art form using gesture as well as whole-body movement to 

express ideas, emotions, and concepts. American Sign 

Language (ASL} is a gesture-based means of communication 

for deaf people. Together, dance and ASL can be used as a 

means of nonverbal communication and of artistic 

expression. 

This thesis addresses how dance is experienced in 

the deaf community and how a planned dance curriculum might 

benefit deaf students as a part of their education. 

Little research has been done in the field of dance 

in relation to education of deaf children. The opportunity 

for deaf students to experience dance is lacking in most 

schools for deaf children. The results of the few studies 

that have been done involving dance education for deaf 

students have been very positive. 

Dance relies greatly upon the visual, tactile, 

kinesthetic, and auditory senses. Deaf people are attuned 
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to their visual/ tactile, and kinesthetic senses as their 

means of communication with each other and their world. 

Because the auditory sense is minimized in the deaf 

population, special instruction and teaching techniques can 

be applied by the dance teacher to compensate for the lack 

of hearing. Properly and innovatively used, these 

techniques can complement the kinesthetic and visual senses 

of deaf people. Dance can allow expansion of means of 

communication and provide release of physical and emotional 

tension. 

Dance can help in sharpening cognitive and motor 

skills and in developing good physical condition of the 

body. It can be helpful for personal adjustment and 

creative expression for both the hearing and deaf 

communities. Furthermore, dance might contribute to 

increased self-awareness on social, emotional, and physical 

levels. 

Thesis Objectives: 

The objectives of this thesis are to re-examine how 

some of the special needs of deaf people can be served in 

the context of the dance class experience and to offer a 

curriculum to support those ends. 

Based on a review of related literature and 

observations and experiences as a dance teacher during a 
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ten-week workshop at Arizona School for the Deaf and Blind 

with deaf children ages five through thirteen, and a week's 

internship at Gallaudet College with college age students, 

the author of this thesis will propose a dance curriculum 

to meet special needs of deaf students. Specific special 

needs are identified in this thesis. Recurrently, these 

are discussed among researchers in the field of education 

for deaf students. 

The potential scope of study relating dance to the 

education of deaf students is very broad. In recognizing 

this large scope, the author will focus on several specific 

elements related to dance as it applies to nonverbal 

expression, to education of deaf students as well-rounded 

individuals, and to certain behaviors demonstrated by deaf 

students that might exemplify progress in previously 

deficit areas. 

The Elements of Educational Objectives: 

A. The specific characteristics the author of this 

thesis will be addressing are characteristics and behaviors 

that need special attention in the educating of deaf 

students, and might be especially developed through the 

dance class experience. The characteristics include: 1. 

Communication Skills; 2. Creative Self-Expression; 3. 

Self-Confidence. 
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B. The behaviors which will be inspected include: 

1. Cooperation; 2. Leadership Skills; 3. Social Skills 

and Interaction. 

These elements will be addressed because of their 

consistent appearance in related research and observations 

by interested researchers. 

Rationale for Thesis; 

Often programs for deaf students are focused toward 

teaching basic skills, such as speech or language, possibly 

to the neglect of other aspects of education. Aspects of 

development of the students that are enhanced through the 

practice of the arts should not be overlooked. 

Dance and other performing and visual arts can 

contribute to the development of well-rounded individuals 

in both the deaf and hearing populations. 



Definition of Terms 
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American Sign Language: {ASL) a language used by many deaf 

people in the United States. It is a language with 

its own syntax and grammar. The signs are word-like 

units which have both concrete and abstract meanings. 

The spatial relations, direction, orientation, and 

movement of the hands as well as facial expression and 

bodily shift make up the grammar of ASL. It is an 

efficient and graceful, visual-gestural language 

created by deaf people. 

Auditory Sense: the sense or experience of hearing. 

Communication: the ability to exchange thoughts with 

others. Communication can include expressive 

interaction between individuals. 

Cooperation: willingness to participate and work together 

toward a common goal. 

Creative Self-Expression: the ability to convey one's 

personal ideas imaginatively and in a self-satisfying 

manner. 

Dance: a creative art form based on human movement 

expression. Dance is a broad term that can be 

subdivided into various stylized forms such as; 



modern, ballet, jazz, folk, tap, creative movement, 

and other forms. The objectives of these forms 

differ, but all employ the body as the instrument with 

movement as the medium of the art form. 

Deaf: a term referring to a hearing disability that 

precludes the understanding of speech through the ear 

alone, with or without the use of a hearing aid. 

Gesture: a spontaneous or highly stylized expressive 

motion of the body indicating or emphasizing an 

intention, attitude, or feeling. 

Hard-of-Hearing: refers to a hearing disability that does 

not preclude the understanding of speech through the 

ear alone, with or without the use of a hearing aid. 

Kinesthetic Sense: (a complex of modalities and orders) 

sensory experience derived from nervous elements in 

muscles, tendons, and joints, activated by bodily 

movements. These are stimulated by body motion and 

contribute to awareness of the body's movements or 

position. 

Leadership: ability to initiate action, set example, and 

to provide guidance for others. 

Self-Confidence: a positive, trusting feeling about 

oneself and abilities. 

Social Skills: proficiency in relating to and interacting 



with other individuals. 

Tactile Sense: perceptible to the sense of touch. 

Awareness of one's physical contact and relationship 

to the external, physical environment engages the 

tactile sense. 

Visual Sense: the sense or ability to see. 
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Wisher states that deaf people often experience a 

feeling of isolation due to their limited communication 

skills in a hearing world. Deafness is often referred to 

as the invisible handicap. Deaf people often experience a 

good deal of anxiety and stress related to their isolation 

and handicap. Dance might serve as therapy to release 

tension and anxiety. It might provide an outlet for 

frustration and aggressive feelings (1972). Individuals 

moving rhythmically together experience feelings of unity. 

Physical interaction draws those who feel isolated into 

fellowship and promotes integration (Davies, 1978). 

Dance provides a group activity that decreases the 

feelings of isolation and promotes cooperation and group 

solidarity. Also, positive emotions can be stimulated by 

dance through the release of endorphines (Wisher, 1972). 

Dance may provide positive feelings about oneself through 

providing the individual with physical, creative, social 

activity. 

Because of the deficit of the hearing sense, deaf 

people rely upon their other senses. Visual learning is a 

large part of their world. Dance is learned through the 
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sense of sight to a large degree, and integrated into a 

kinesthetic experience. Since deafness often enhances 

kinetic awareness the chance to develop the full potential 

of kinesthetic experiences should be available. Dance 

provides one opportunity for this development (Davies, 

1978). 

Deaf children who were involved in a study at the 

Joffrey School of Ballet in New York City were noted to 

have improved self-confidence after experiencing dance. 

The program was instigated out of awareness of the need for 

deaf people to be given opportunity for cultural and 

creative experiences (Donigerf 1979). 

The deaf population is often evaluated on the basis 

of verbal or linguistic tests. They are sometimes 

considered less creative than the hearing population based 

on inappropriate testing (McDaniel, 1980). Deaf people are 

frequently deficit in language and verbal skills in 

comparison to hearing people. Creativity encompasses use 

of abstract thinking, imagination, and original thought. 

Dance is a creative art form based on movement expression. 

It appears to be a very appropriate art form for the 

visually, kinesthetically-oriented deaf people. It relies 

greatly upon visual, and kinesthetic stimulation and less 

upon verbal skills; therefore it allows deaf students to 
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accelerate in creative endeavors. McDaniel further 

indicates that tasks and activities that are oriented to 

visual learning provide opportunity for success and 

improved self-confidence. This self-confidence in turn 

enhances the desire to learn and to apply oneself to 

educational tasks (1980). 

Reber and Sherril state that movement skills taught 

to deaf students improve originality, elaboration, and 

creativity. It was concluded that creative thinking was 

improved by exposure to creative movement experiences in 

Reber's Dance Movement Skills Assessment Tests (1981). 
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The following section will discuss deaf adults' and 

childrens' ability to use rhythmic cues in dance. The 

observations are drawn from the following two experiences. 

During the summer of 1986 the author spent time as 

a dance intern-teacher and observer at Gallaudet College in 

Washington, D.C. working with the college dance company and 

their director, Dr. Diane Hottendorf. In October of 1986, 

the author also began a ten-week dance workshop with deaf 

students at the Arizona School for the Deaf and Blind. The 

classes involved students ages four to eight and nine to 

thirteen, in two separate classes according to age. Each 

class met weekly for one hour. The culmination of the 

workshop was a variety show production for other deaf 

students, teachers, and parents at the school. The 

students performed several large group pieces, duets, and 

solo dances which exemplified the objectives of the ten 

week workshop. 

The objectives set up during the workshop at ASDB 

were: 

1. to give the students enough dance technique to begin to 

develop a basic dance movement vocabulary; 2. to teach the 
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students movement concepts in order to gain enough strength 

and flexibility so as not to become injured while dancing; 

3. to expose the students to movement as a means of 

expression; 4. to prepare material for the annual variety 

show. The students who participated in the workshop 

demonstrated enthusiasm for learning dance, exemplified in 

their cooperative behavior. 

The students in the workshop were both hard-of-

hearing and profoundly deaf. Natural leaders emerged out 

of each class. These leaders took their leadership roles 

due mainly to their outgoing personalities rather than to 

their hearing ability. The hard-of-hearing children did 

assume leadership roles in some instances, such as 

maintaining rhythm for the group. At the beginning of a 

movement phrase, those who could hear the music tended to 

lead and provide visual rhythmic cuing for the profoundly 

deaf students. The dance teacher began each exercise or 

movement phrase with a definite visual cue, such as 

clapping or counting with signed numbers in accordance with 

rhythm. Students maintained the rhythm through short 

phrases very accurately. This ability seems to be 

increased as children grow older. 

It is a myth that deaf people maintain rhythm only 

from feeling vibrations in the floor created by the music. 
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Music in dance classes for hard-of-hearing students is 

played at high volume so students can hear as much as 

possible, especially the base and percussion lines in the 

music. Students can feel the initial vibrations of the 

music at the beginning of a dance or movement phrase if the 

floor is wooden and while they are standing still. Once 

their feet leave the floor to dance, the consistency of the 

rhythm is lost and cannot be relied upon to maintain the 

beat. 

Internal rhythm is initiated with a visual cue of 

the rhythm from the teacher, partial hearing of the music, 

or from initial vibrations felt. The deaf students then 

maintain that internal rhythm throughout the dance or 

movement phrase. This is a high level skill which perhaps 

contributes to notions that deaf individuals have special 

sense capacities for maintaining rhythm without external 

stimuli. Deaf students can develop skills maintaining 

rhythm internally as percussionists train themselves to 

maintain a consistent rhythm when playing an instrument. 

The maintenance of consistent internal rhythm was 

even more evident in the adult dancers observed at 

Gallaudet than in the younger students at Arizona School 

for the Deaf and Blind. The skill appears to be quite 

proficient in adults, fairly proficient in pre-teens and 
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less evident in the younger children, thus appearing as a 

learned skill among deaf students. 

Rhythm lies within us and does not need external 

stimuli. Our heart beats rhythmically and can be counted. 

We walk and move in a natural rhythmic pattern. Deaf 

people seem to be especially aware of this internal rhythm. 

Deaf people have access to external rhythmic cues through 

their visual and kinesthetic senses and seem to translate 

the external rhythmic cues into internal rhythm that they 

can maintain to perform dance. 

Although dance can stand alone as an art form 

without music, deaf people need not dance in silence. To 

perform for a mixed audience of people with various hearing 

abilities, music is desirable and enjoyable. Deaf dancers 

can perform rhythmically with musical accompaniment due to 

their ability to visually connect with external rhythmic 

cues and translate it into internal, consistent rhythm. 
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Communication 

\ 

American Sign Language can be described as a 

graceful, visual-gestural language. Dance can be described 

as a means of communication through movement and gesture of 

the body. These two forms of expression require no spoken 

language and have endless possibilities alone and together 

as forms of human communication. 

Dance, in a formal sense, seems to be a small part 

of the deaf culture. The amount of dance that is actively 

pursued in the deaf community in an educational or 

performance context is successful and exciting for deaf and 

hearing people. 

Gallaudet College Dance Company performs as a 

college dance troupe internationally. The author of this 

thesis viewed several video-tapes of performances and tapes 

dealing with signs developed for dance terminology during 

the 1986 internship described earlier. Prom these 

observations, research and interaction with people in the 

field of dance and education of deaf students, the author 

of this thesis is able to categorize several basic ways 

dance as performance is present in accompaniment with sign 

language. 



-A dance is performed with a signer/translator on stage 

interpreting the lyrics of the song in American Sign 

Language. This seems to appeal to mainly deaf 

audiences, and some hearing audiences. The appeal of 

performance style is based on personal preferences of 

audiences rather than on their ability to hear or not. 

-A dance is performed integrating abstracted or exaggerated 

signs. Music with or without lyrics may be used. 

This seems to appeal mainly to hearing audiences, but 

not exclusively. 

-A song may be interpreted literally as dancers perform. 

This occurs using signed English rather than ASL, 

appealing to deaf people who are familiar with signed 

English and largely to hearing audiences who know 

signed English. 

-A dance is performed and signed in ASL. Perhaps only the 

refrain or parts of the song are signed. This seems 

to appeal to both hearing and deaf audiences. "Lip-

sync" style performing (gesturing and moving to music 

while simultaneously signing lyrics of musical 

accompaniment) is often done with dance movement to 

popular music. This appeals to a young teen, young 

adult population. It does create access to popular, 

current music for the deaf population which may bridge 
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another gap between the society and culture of hearing 

people and that of deaf people. 

The repertoire of dance that the Gallaudet Company 

performs is greatly diverse. Dr. Peter Wisher began 

choreographing for the company in the 1960's. He first 

connected the beauty of the gesture in American Sign 

Language and dance through sacred dances. The company's 

present repertoire includes these lyrical, gestural pieces, 

and has current pieces that range from those of serious 

tone to light popular music and dance styles. 

Aside from fingerspelling, dance terminology is at 

beginning stages of development in the context of ASL. A 

video-tape of basic dance concepts and terminology is 

available at the Gallaudet College library collection 
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Dance has been noted to help in language 

acquisition and speech development (Chamberlain-Rickard, 

1982). Speaking and language acquisition are areas of 

great emphasis for the deaf student. Dance emphasizes 

rhythm, and an enhanced "sense" of rhythm aids a deaf 

child's speech and bodily movements. In speech, rhythm 

helps in identifying accent, fluency, and pitch. This can 

help the deaf student speak more clearly. Some deaf 

students tend to speak in a slow, monotone manner. 

Rhythmic training can aid in eliminating this (Hagen, 

1971). 

Language development can be considered in two 

parts: 1. basic concepts ~ vocabulary, phrases, syntax, 

and symbols; 2. inner symbol systems - thinking, 

memorizing, imagining, reasoning (Katz, 1978). 

It is a premise on the part of the author that 

dance facilitates the practice of imagination, 

memorization, and physical and mental symbol development. 

Perhaps, then, dance can aid in the inner-symbol 

development and language development that children are 

assumed to develop prior to speech development. 
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Action words used commonly in children's texts and 

early in language and speech development can be taught 

through experience of the action of the word rather than 

the sound and visual appearance of the word. Dance and 

movement classes are conducive to this experience-related 

learning. A young student can be presented with words such 

as jump, run, or leap and, while learning the visual 

appearance of the word, learn to verbalize or sign the 

word. The student can also experience the meaning of the 

words by performing them in dance class. A dance class 

experience can compliment language-related classes in a 

deaf child's curriculum, especially in the developmental 

stages of learning language. The rhythmic experience and 

skills developed in the dance class also support 

development of oral skills. 
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Dance can provide entertainment for deaf people. 

Often deaf people do not enjoy attending concerts or plays 

if an interpreter is not provided. Dance concerts require 

no verbal language or script. Ideas conveyed through 

movement can be enjoyed equally by deaf and hearing 

audiences together. 

Deaf students might find opportunity for success in 

developing as professional dancers or dance educators. Pew 

professional deaf dancers and teachers exist due to lack of 

opportunity to train in the field of dance. Very few deaf 

children have opportunities to attend dance classes because 

of language and communication barriers in a dance studio 

that provides classes for the general hearing public. Pew 

studios where most youth receive their first dance lessons 

offer any interpreter or special accommodations for deaf 

students. Pew schools at the elementary level offer dance 

as part of the curriculum for hearing or deaf children. 

Therefore, deaf people do not generally develop skills in 

dance as fully and rapidly as the hearing population. A 

deaf adult dancer usually does not have the technical 

background to compete or join in the hearing professional 
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dance world due to the lack of opportunity for training. 

The sensory handicap of deafness does not limit the 

potential of a deaf person to dance. 

Often when people of different cultures and 

languages come together and have difficulty communicating 

with words, they seek gesture to express themselves. Dance 

can be a means to bridge gaps between people of different 

languages and cultures. Dance offers a universal 

communication based on common human experiences and needs. 

Dance offers social interaction for deaf and 

hearing individuals both within their own cultures and 

together. Dance offers another opportunity for creative 

self-expression and communication, especially for the 

visually, kinesthetically attuned deaf people. It is a 

physical activity that offers release of tension and 

anxiety. 

The author of this thesis presents the case that 

dance should be accessible to deaf people to experience 

throughout the stages of their lives as audience members or 

as dancers in recreational, professional, or personal 

settings. Dance can provide opportunity for fur the,r 

personal development and expression. 



Questionnaire Information 
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A very informal questionnaire was presented to the 

students who participated in the ASDB dance workshop. A 

separate questionnaire was given to the three teachers who 

worked directly with the workshop of October 1986 as well. 

(See appendix A) 

The purpose of the questionnaire was to determine 

from the students their reactions to the dance experience. 

It was based on "like" and "dislike" concepts. The 

questions and answers indicated the students enthusiasm, 

enjoyment, and what they felt they learned from the 

experience. 

The teachers were asked to try to make observations 

on a level related to the students1 emotional, physical, 

and social attitudes and behaviors in relation to the dance 

workshop. General comments about the experience were also 

requested. 

Communication with the students was facilitated by 

an interpreter in answering the questions (especially the 

young students). The results were generally positive about 

the dance experience. It was the first dance-related 

experience for most of the students and demand for another 
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similar workshop was evident. 

Teachers unanimously observed improved self-

confidence, self-esteem, interaction, self-discipline, and 

cooperation among the students. Teachers noted that during 

the dance class experience, students were treated as though 

they had no handicap and therefore reached confidently for 

the high and achievable goals and expectations set before 

them. The teachers commented that dance is an area where 

the children can excel and create. They commented on the 

general enthusiasm and expression of pleasure demonstrated 

by the students during the workshop. 

Students watching the performance at the end of the 

workshop from the audience were standing up, singing and 

dancing along with the performers. This made evident the 

special opportunity which dance and performing provide for 

group interaction and expression. The chance for the 

students to perform created opportunity to demonstrate 

cooperation, leadership, self-confidence, and self-

expression. 



CHAPTER TWO 

CURRICULUM DESIGN 

Introduction 

As part of this research and presentation of 

information, the author is presenting a case for dance to 

be integrated into the curriculum at schools for deaf 

students. 

This curriculum accounts for development of 

communication skills, providing outlets for creative self-

expression and enhancing development of self-confidence. 

The author's experience and related research 

supports the ideas that the degree of leadership, 

cooperation and social interaction are behaviors 

demonstrated by deaf students which exemplify strengths ad 

weaknesses in individual accomplishment. Activities 

suggested in this curriculum are especially conducive to 

providing students opportunity to develop and demonstrate 

these behaviors. 

24 
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This dance curriculum is designed for an age range 

of students from approximately ten to thirteen* junior high 

level. 

It is assumed that the students have been exposed 

to little or no dance prior to this course. The optimum 

class size is ten students. Ideally, the class should be 

instructed by two teachers, a dance specialist who can 

communicate with sign language and a proficient signer who 

is an experienced educator of the deaf. If this is not 

possible, a dance teacher without sign skills assisted by 

an interpreter can teach the class. A dance teacher with 

proficient signing skills could teach the class alone also. 

However, it is very helpful to have two adults to a group 

of ten children to maintain discipline and distribute 

proper attention. 



Class Format 
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Each class will begin with a series of warm-up 

exercises, center floor combinations, and locomotor 

movements. If a formal performance is planned for the end 

of the ten-week session, the last portion of each class 

should be reserved for creating and rehearsing dances for 

the performance. More time can be alloted toward the end 

of the workshop for this purpose. Students can also use 

time outside of class to prepare and rehearse dances. 

The curriculum is designed for fifty-minute classes 

that meet two times a week for a ten-week period. 



Classroom Environment 
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The greatest concern of the teacher should be that 

of the student. Creating an atmosphere conducive to 

learning is essential. Establishing a controlled 

informality, expressing enthusiasm for dance, demonstrating 

confidence in presenting material, and sensitivity to 

student's physical and emotional needs during class are 

areas deserving attention from the dance teacher. 

Objectives of the classes in the following 

curriculum are rooted in presenting material that is 

educationally sound and challenging, yet attainable. 
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The objectives for this dance curriculum are as 

follows: 

1. to expose the students to movement as a means of 

nonverbal expression; 

2. to encourage the students to experience movement 

without feeling inhibited; to offer the students a time to 

enjoy dancing; 

3. to give the students enough basic dance technique to 

enable them to develop a basic movement vocabulary 

(nonverbal expression, movements, steps, dance technique) 

which will give the students access to material with which 

to create dances and to express themselves. 

4. to teach students movement concepts and exercises in 

order to gain enough strength and flexibility to prevent 

injury while they are dancing. 

This design does not emphasize development of 

professional, technical dancers. It is set up as a first 

experience in dance for the students. However, the 

possibility for deaf students to achieve professional 

performing levels in dance is not precluded from this 

curriculum's objectives. High, achievable expectations are 

presented through the class plans and materials. 
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Special teaching techniques can be implemented by 

the dance teacher to accommodate deaf students. Most 

students in the classroom have a range of hearing ability. 

The following recommendations can facilitate dance 

instruction for hard-of-hearing to profoundly deaf student. 

The issue of deaf students maintaining rhythm while 

dancing has been addressed earlier in this thesis. The 

first few techniques listed refer directly to facilitating 

rhythmic sensitivity. The second section refers to visual 

aids in teaching dance to deaf students. 

Rhythmic Teaching Aids; 

1. Visual rhythmic cues can be used by the teacher 

to help the student maintain rhythm. Signed numbers can be 

used to make evident the rhythm of the music with a pulsing 

hand with each count. a four-beat pulsing hand signal 

before starting the exercise or movement phrase, for 

example, gives the entire class a unison cue for beginning. 

Similarly, lead-in counts such as signing and pulsating the 

numbers, "five, six, seven, eight," before starting an 

eight-count phrase is helpful to the student. This method 

also coincides with the typical verbal lead-in for hearing 

students so that, eventually, hearing and deaf students 
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might be combined in a single class. 

2. Clapping hands rhythmically to the music 

establishes a visual beat for the students. This can be 

used at the beginning of the phrase, like the signed 

numbers described above, and it can be used throughout 

performance of the dance phrases to help maintain rhythmic 

accuracy. 

3. Light cues can be used in class or during 

performance. In class, a flashing light apparatus, much 

like a metronome, can be set up in accordance with the 

rhythm of the music to help students maintain the beat. 

During performance, a light can be set up in the back of 

the performing space to cue dancers. The light can be 

positioned so that it is behind the audience, out of their 

sight, yet is view for the performers on stage. 

4. Drums can be used in classroom or performance 

settings. The students can watch the hands of the 

percussionist playing the drum for visual cuing, and the 

low tones of the drum are accessible to many hard-of-

hearing students. 

5. Large amplifiers attached to a stereo system 

provide loud volume that can be helpful for hard-of-hearing 

students to hear low tones that carry the rhythmic 

structures of the music. Students can touch the amplifiers 
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to feel the vibrations before they start to dance. 

Spatial Visual Teaching Aids; 

1. Placement of masking tape in lines on the floor 

of the dance studio or stage can aid the students in 

learning about designing patterns and establishing spatial 

orientation. These visual cues are not to become permanent 

so that the student becomes dependent on themf but are for 

temporary, initial guidance. 

2. The visual relationship of the teacher to the 

students is crucial in teaching dance, especially to the 

visually reliant deaf students. The teacher must stand 

where all the students can clearly see instruction. The 

teacher should stand in front of students and the students 

should form staggered lines to create a comfortable 

formation for movement. 

A circle formation with the teacher included in the 

circle can be used for teaching simple movement, but this 

formation can be confusing to the students imitating 

complex movement patterns or patterns requiring them to 

distinguish right from left sides of the body. As a 

result, the informal formation of students in staggered 

lines with the teacher in front of the class should be 

implemented. 

3. It should be made clear at the beginning of 
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class whether the students are expected to "mirror" or to 

mimic the teacher. Most dance teachers find the mirroring 

method, by which he or she faces the students, easiest and 

most effective. In the mirroring method the instructor's 

left side correlates with the student's right side. It is 

noted by the author of this thesis that unless instructed, 

deaf students will not automatically mirror, but will 

translate movement to their right or left sides in direct 

correspondence to the instructors right or left side. 
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Performance Suggestions 

Providing the opportunity for students to perform 

is an excellent way to culminate the dance workshop. If a 

formal performance cannot be arranged at the end of the 

workshop, an informal performance can be arranged in the 

classroom the last day of the workshop. This gives the 

students the experience of the excitement and 

responsibility involved in performing. The behaviors of 

cooperation, social interaction, and leadership can be 

emphasized during performance and the preparations for the 

performance. Self-confidence can be demonstrated at 

performance time, and the students can communicate and 

creatively express themselves through dance during a 

performance. 

Several elements listed below can aid in organizing 

a successful performance for the students. 

1. Themes can help tie a performance together very 

well. a thread of continuity, even in a variety or talent 

show, is helpful for the overall success of the show. an 

era, setting, idea or topic selected by the instructor and 

students can aid in what music, costumes, and material will 

be presented in the performance. 
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2. The selection of appropriate music for the 

students to dance to is important. Students will generally 

want to dance to music they are familiar with. Students 

should be encouraged to suggest music selections. The 

music that students want to dance to is often a reflection 

of their society and culture, and partly of who they are. 

The teacher must take on the role of listening to the 

musical selections and perhaps editing, and making similar 

suggestions. Some of the lyrics in popular music are 

offensive to audience members. This should be explained to 

the students. Use of ASL interpretations during the dance 

sequence requires special attention to lyrics and music 

selection and might require editing and word substitution. 

3. Use of costumes in a performance is optional. 

Very simple and appealing costumes can be created with 

little money. Colors and clothing items that all the 

students already prefer and own are helpful in deciding on 

costumes. Stage make-up and hair styling can highlight 

simple costumes inexpensively. Parents are often willing 

to contribute clothing for costumes, especially if a dance 

is exemplifying a time period and the parents have 

appropriate garments. If some budget is available, costume 

shops might contribute or discount items. Some dance-wear 

stores might also offer group discounts. 
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4. A narrator is helpful for the transitions 

during a performance. This creates a flow to the show and 

can help the audience follow the sequence and titles of 

pieces presented in the show. A signer on stage announcing 

the numbers while an interpreter speaks into a microphone 

from behind the audience is an appropriate arrangement for 

a mixed hearing and deaf audience. 

5. Use of guest artists, of mime or drama skits 

makes a performance diverse if a complete dance performance 

is not desired. Other classes such as art, drama, or music 

can be appropriately incorporated and can create a 

cooperative atmosphere. 
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This warm-up is based on eclectic modern dance 

styles and teaching techniques. The basic technique style 

emphasized is modern dance because it is a dance style 

founded on techniques that develop a student's muscular 

strength, joint flexibility and body coordination. Modern 

dance derives its name from its purpose to serve as a 

medium for expression of ideas and feelings about current 

life. It allows people to represent through movement, 

ideas and emotions that they desire to communicate. Other 

styles, such as ballet, jazz, and theater dance, are 

incorporated into some of the lessons. 

The progression of the warm-up exercises is based 

on anatomical awareness and consideration. The sequence of 

the warm-up progresses from moving and emphasizing the 

large joints of the body and the spine to moving the 

periphery of the body. The teacher should bring attention 

to the student's "center" (abdominal area and the center of 

gravity of the body) throughout the warm-up. 

The progression of lesson ideas is flexible. The 

concepts build upon each other, but can be re-arranged as 

the individual teacher decides necessary. Teachers are 
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expected to use their judgement and evaluation of their 

particular students and situations to alter plans or 

sequence of plans as necessary. 

Each exercise is not described in detail here. It 

is assumed that the dance teacher implementing these 

lessons is familiar with modern dance technique. 

Class should consistently begin with a set warm-up 

that the students can learn and feel comfortable with. 

Variations can be added to the warm-up as the workshop 

progresses. A ten-week session is not a great amount of 

timer and too much material should not be covered. 

Roll Downs; Begin from a standing posture, feet separated 

a few inches. Tip the head forward to initiate a "roll 

down"; smoothly and gently allow the spine to flex forward 

vertebra by vertebra until the hands are in proximity to 

the floor in front of the toes. The knees are slightly 

released. Return to a standing posture by rolling back up 

through each vertebra. 

Demi-plie: A sequence of small knee bends (plie), opening 

and closing the arms in sequence with the bending action of 

the plie. 

Releve; An action rising onto the ball of the foot; 

eventually incorporating this action with the plie 

sequence. 
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Tendu: A simple stretching of the foot along the floor, 

feeling the extension of the foot. 

Swings; From a standing posture, with the arms extended 

over the head, initiate movement by bending the knees and 

allowing the upper body to move forward and swing down, the 

arms passing beside the legs and behind the back. Reverse 

the motion and return to standing posture with the arms 

extended above the head. 

Lunges; Stretch one leg forward gently and slowly, 

shifting the body weight forward to be received on the 

foot; return to standing and lunge onto the other leg. 

Develope: To draw up and extend the leg to the front, side 

or back of the body. 

Battement: A large kick of the leg to the front, side or 

behind the body. 

Extended Movement Activity: 

Floor work can precede or follow this center-floor 

warm-up sequence. Allow the students to lie on the floor 

and feel the length of the limbs during the floor sequence. 

Develop a fluid sit-up series for the students to activate 

their body "centers" and to strengthen the abdominal area 

of their bodies. 

An adagio or allegro center-floor combination 

should be presented for the students before proceeding to 
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locomotion. The adagio combinations emphasize development 

of balance, strength, and concentration. The allegro 

combinations help students to develop quick observation and 

motor control. This part of class can be used to introduce 

dance steps that students will incorporate later in dance 

sequences for movement studies. 

Next, the instructor can have the students move 

away from the center of the room and start at the side of 

the room to dance across the floor with locomotor 

activities. At first, students should learn the material 

as a group, and move across the floor as a group. 

Eventually, the students can perform the material in trios 

or in pairs while crossing the room. The simple dance 

steps eventually can be put into combinations that progress 

in complexity for the students to learn. The students will 

develop memorization and coordination skills through 

practice of the movement combinations. Simple steps 

include the locomotor steps: walk, run, jump, skip, hop, 

gallop, slide, and leap. These elements can easily be 

combined to make movement sequences for the students. 

It is suggested that the last ten to fifteen 

minutes of each class should be reserved for working on a 

dance sequence that the students will eventually perform in 

class or in a more formal performance setting. Longer 
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amounts of time might be needed toward the end of the 

workshop as the students have more material to work on. 

Some special class time on reserved days might be planned 

for choreographing movement sequences to be performed. An 

exchange of teacher and student ideas for the creation of 

the dances is ideal. 

The last few minutes of class should always be 

reserved to gather the students together for some easy 

stretches and slow, deep breathing exercises to allow the 

students to leave class feeling centered and unified in 

their experience. 
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WEEK ONE: ALIGNMENT AND BODY PARTS 

Concept; 

This week's emphasis is on exploration of the body 

parts in isolation and in relation to each other. 

Awareness of proper alignment of the body as a whole is 

integrated into the class activities. 

Suggested Activities: 

The teacher can begin class with a structured 

improvisational warm-up. Begin with familiar physical 

movements and translate them into danced movements 

gradually. For example, have the students walk around the 

room for eight counts moving in any direction, then shaking 

their arms and legs for eight counts, then "freezing" 

(stopping all motion) for eight counts and repeating the 

sequence several times. This is a very free-form activity, 

causing very little inhibition among the students on their 

first day of class. It allows students to interact, move 

and begin to practice memorization of a movement sequence. 

It will gently warm-up their bodies. It is an exercise 

where there is no risk of failure. 

The instructor can then begin to teach the set 

warm-up that will progress and vary slightly during the 
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ten-week session/ yet remain basically a consistent 

learning pattern for the students. Comments on alignment 

should be integrated throughout the class. Alignment is a 

difficult concept to grasp at first and will take time and 

attention to subtleties of posture and movement for each 

student. It is a very individualized process to become 

aware of proper alignment; requiring the skills of a dance 

specialist as mentioned earlier. 

The first week is best spent teaching some of the 

basic dance position such as, "first," "second," and 

"parallel." The students should be introduced to the first 

half of the warm-up material on the first day of class. 

The entire warm-up need not be covered immediately. 

During the improvisational warm-up the students 

work well with the idea of moving body parts (e.g., shaking 

arms and legs) and the body as a whole ("freezing" the 

whole body). This level of awareness should be continued 

during the warm-up. 

Following the idea of beginning class with familiar 

movement, simple locomotor ("across the floor") should be 

introduced to the students. For example, a dance walk can 

be presented and shown how it differs from a pedestrian 

walk. The walk is easily expanded with varying rhythm and 

directions, added arm gestures and variation in focus. 
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As the students walk, they are performing natural 

oppositional movement with their arm and leg gestures. The 

teacher should point this out to the students. The concept 

of oppositional movement in dance technique can be 

introduced and developed by looking at familiar movement 

such as walking and then translating and expanding it into 

dance movement. 

Students should be brought to the center of the 

room at the end of class to "cool-down" with a series of 

simple stretches, roll-downs and deep, slow breathing 

exercises to facilitate a clam feeling and readiness for 

their next class or activity. 
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WEEK TWO: COORDINATION, STRENGTH AND BALANCE 

Concept; 

This week's emphasis is on simple coordination 

tasks and developing new patterns of movement. Work 

related to strengthening muscle groups such as the abdomen 

muscles is integrated into the classes. Use and awareness 

of the "center" of the body for balance is explored. 

Suggested Activities: 

It is suggested that classes begin this week with 

floor work. Easy, free stretches on the floor can begin 

class and extend into a sit-up series to activate abdominal 

muscles, emphasizing the important connection of the center 

of the body to balance and control in dance movement. 

When working with a deaf population, the teacher 

needs to be careful in presenting exercises that are on the 

floor rather than standing. The deaf person cannot be 

"talked-through" an exercise as a hearing person can. They 

need to be able to see instruction or directions at all 

times. Floor work must be described and demonstrated very 

clearly before beginning. Floor combinations for children 

should be kept simple and in short sequence. 

While sitting, the idea of natural, anatomical, 

opposition can be introduced with some simple activities 

such as touching the right hand to the left foot. Later, 
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this motion can be translated to a standing exercise and to 

a moving exercise such as walking. 

The set warm-up should follow the sit-up exercises. 

Arm gestures can be added to the simple tendu exercise from 

the previous week. This will create an extra coordination 

task. 

Repetition of fairly simple exercises builds 

strength and does not discourage beginners; whereas longer, 

more difficult material might create a motivational problem 

this early in the workshop. 

A center combination, with slow, sustained 

movements can be developed. This adagio-type combination 

allows students to practice balance and strength skills. 

The awareness and use of "center" again comes into play 

this week as balance can be practiced and discussed. 

The students should move across the room in a group 

and later in pairs performing simple walking action. This 

group and partner activity provides opportunity for 

students to interact and cooperate. Natural opposition of 

arms and legs during the striding gait can be observed. 

This can be developed into small leaps with oppositional 

arm movements. 

Class should end with a relaxation exercise. 
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WEEK THREE: LOCOMOTION 

Concept; 

The emphasis this week is on basic locomotor 

movements. Introduction of a vocabulary of dance movements 

to the students allows them more freedom to express 

themselves and create in a nonverbal mode. Locomotor 

movements provide a chance for the students to move through 

space and feel as though they are dancing, not just 

learning steps. 

Suggested Activities: 

Class should begin with the set warm-up and 

progression through it should be fairly quick and clear, 

without adding new material. In this manner, the students 

have a chance to feel they know the material and can 

concentrate on executing movement and feeling their bodies 

work rather than using their concentration mainly to learn 

new movement sequences. 

A short adagio or allegro combination can be 

presented as the center work. A combination from the past 

two weeks can be incorporated into the adagio or allegro. 

The majority of the class time should be spent 

moving across the floor rather than in the center of the 

room. The students should have a sufficient warm-up to 

prevent injury. 
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Basic locomotor steps should now be taught and 

described. If the students are performing a familiar step 

such as a hop, it can be described how they are moving from 

one foot to one foot, and that action compared to a jump. 

The students can begin to decode familiar movements 

biomechanically. They can begin to analyze and understand 

movements more fully, and therefore make it their personal 

experience to expand creatively. 

Locomotor activities should begin with the familiar 

walking variations, then progress into small leaps, jumps, 

hops, slides, gallops, runs, and skips across the room. 

Combined locomotor activities can be created—and the 

students can perform the movement combinations across the 

room in pairs. This allows the students to begin to feel 

that they are performing and dancing. 

Class should end with easy stretching and breathing 

exercises. 



48 

WEEK POUR: RHYTHM AND TEMPO 

Concept; 

This week's emphasis is on rhythmic awareness and 

variation as well as tempo variation. Classes include use 

of percussion instruments, clapping, and experiencing what 

different types of rhythms feel like to perform and what 

they look like when demonstrated as visual cues. Because 

of the minimized hearing sense, maintaining rhythm by 

relying on musical cues is ineffective. Rhythm is 

accessible to deaf students through visual cues. A hand 

pulse from the teacher, a pulsing light, a large metronome, 

a drum being played in sight, and clapping hands can all be 

used as visual, rhythmic cues. 

Suggested Activities; 

Classes begin with the set warm-up. Use of 

percussion such as a drum during the sequence is suggested. 

Simple exercises in two varying rhythms can be presented to 

introduce the students to rhythmic variation. 

For center work, a circular formation with the 

students is suggested so that a clapping pattern can be 

experienced mutually. This will help the students to feel 

rhythm. The pattern can be varied and use of the feet and 

other body parts can be integrated into the exercise. This 

is a coordination and rhythmic practice task. 
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The students should be taught a simple movement 

phrase using one of the practiced rhythmic structures. The 

combination should be repeated several times. When the 

tempo of the combination is changed an opportunity to 

discuss the different qualities and feeling of the phrase 

should be developed. 

For best learning results, the class should be 

divided in half. Half of the class performs the 

combination and the other half of the class accompanies 

them by clapping the rhythm with the percussionist or 

teacher. This activity is again conducive to cooperation 

and interaction among students. 

The class can then be divided further into small 

groups and the students within each group decide upon a 

tempo in which to perform the combination. Each group 

performs for the class. This promotes group cooperation 

and sensitivity. It also provides opportunity for the 

students to practice performing in front of people. 
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WEEK FIVE: IMPROVISATION 

Concept; 

This week is devoted to introducing movement 

improvisation to the students. Improvisation allows 

students to explore movement freely and to create their own 

movement ideas. A safe environment, conducive to 

creativity, is especially important when presenting 

improvisational material. The instructor must remember to 

create a nonjudgmental atmosphere. Working from a fairly 

definite structure to minimally structured improvisation is 

usually a successful approach with beginners. The students 

need to be led away from inhibitions and feel free to 

spontaneously create and move. 

Suggested Activities; 

There are many options to approaching dance 

improvisation with young people, only a few of which are 

suggested here. Begin class with a loose structure, rather 

than the usual set warm-up, or provide spaces for free 

movement within the warm-up. The suggested introductory 

exercise in week one of the lesson plans would be 

appropriate to repeat this week. The teacher can have the 

students move in various improvisational fashions. The 

instructor can let the students change their movements 

after every eight counts or so at the beginning of the 



51 

exercise, and extend that into sixteen counts if 

appropriate as the students get involved in the movement. 

A good technique for beginning improvisation is to 

start by introducing the students to familiar images such 

as animals. The teacher can ask the students to imitate 

different animal movements such as walking, crawling, 

slithering, and climbing, and have the children think of 

bears, cats, lions, and different types of animals to spur 

their imaginations and encourage- them to move in an 

improvisational manner without inhibition. 

Later, the teacher can discuss different emotions 

that are expressed through facial expressions and how they 

can be taken from facial expression and translated and 

expanded into whole-body movements. Deaf students are 

particulary sensitive to facial expression due to the 

importance and use of facial expression in the execution of 

ASL. The teacher can give examples of movements that 

express emotions. Perhaps by using a familiar facial 

expression of a smile connected with the emotion of 

happiness, and give a whole-body movement such as a jump or 

turn with outstretched arms to express the emotion. The 

teacher can give the students different words and ideas to 

improve with as a group. 
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In order to create a nonjudgraental atmosphere it is 

best not to single any one out for demonstration. 

An exercise that experiments with abstracting signs 

used in ASL can be done by taking a small hand gesture and 

expanding it into a full-body movement. This type of 

experimentation can lead to material for creating dances. 

The teacher can familiarize the children with the idea of 

using their whole .body to express themselves creatively. 
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WEEK SIX: QUALITIES 

Concept: 

This week is devoted to distinguishing between and 

performing the four movement qualities: vibratory, 

sustained, pendular, and abrupt. Emphasis is on 

introducing the students to various movement qualities so 

that they can begin to see qualitative changes on a very 

basic level and understand how to move and express 

themselves through use of different movement qualities. 

Suggested Activities: 

The teacher can begin class with the set warm-up. 

Next, the teacher can perform a short movement phrase for 

the class using a specific movement quality such as 

sustained, and then perform it again using a different 

quality such as vibratory or abrupt. The teacher can ask 

the students what they observed. It should be made clear 

that the same movement or sequence of steps can appear very 

differently and express different feelings by using various 

movement qualities. The teacher should describe the 

various movement qualities, addressing each quality in 

terms that the students can understand. The concept rather 

than the terms are important at this stage. Pendular can 

be described as a swinging quality; sustained can be 

described as a floating quality? abrupt can be described as 
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sudden motion; vibratory can be described as shaking or 

trembling. Do not hesitate to state the four movement 

qualities in their formal terms, but supplement their 

description with demonstration and familiar vocabulary. 

The teacher should make clear to the students that 

rather than executing each movement in the same manner, use 

of various movement qualities can create a more interesting 

dance performance. 

It is suggested that the teacher bring in a film of 

a dance piece with dynamic, qualitative changes to 

demonstrate performance and use of quality to the students. 

It can be helpful for the students to see the teacher 

perform a dance that exemplifies qualitative changes. 

The teacher can give the students a simple movement 

phrase to work with and let them divide into small groups. 

Work in small groups allows the students time to interact, 

cooperate, and assume leadership roles. The groups can be 

given a slip of paper with a word such as "vibratory" or 

"shaking" on it. This will challenge the students to 

perform the phrase with a specific movement quality and to 

interact as a group while practicing the phrase together 

with the same movement quality in mind. After the groups 

have practiced for a short time together, the teacher can 

allow them to perform their phrase for the rest of the 
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class and let those who are observing comment on what 

qualities they see being performed. 
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WEEK SEVEN: CHOREOGRAPHY, MOVEMENT STUDIES 

Concept: 

This week's emphasis is on exploring how to create 

dances. The students have attained a small working 

vocabulary of dance movements by the seventh week of the 

session. Now the teacher can provide a time for students 

to work together and, in a creative manner, put together 

information they are learning. 

Basic concepts about choreography such as form, use 

of dynamics, level changes, shape and focus can be 

introduced. The emphasis is not on producing completed 

works, but allowing the students the experience of choosing 

movements with which to experiment and express themselves. 

The students have been learning basic dance 

movements and now are provided with ideas about how to put 

those movements together in an expressive form. Discussion 

of dance as a means of nonverbal communication should be 

brought up again this week. 

Suggested Activities: 

The teacher can give the students a short movement 

phrase and ask them to work in groups and add on eight to 

sixteen counts of their own movement. This gives the 

students something to start with and creates a safe 

atmosphere for the students to begin working in. Group 
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cooperation and leadership within the groups will be 

evident during this exercise. Again, the teacher should 

allow opportunity for the groups to perform for each other. 

The teacher can list on the chalkboard a variety of 

steps that the students have learned. The instructor can 

then have the students break up into groups and they can 

choose six movements or so to create a short movement 

study. Providing opportunity for the students to work in 

small groups and make individual and group choices 

encourages social interaction, cooperation, and leadership 

skills. This is a method of working from movement itself 

rather than from a theme or concept. After the students 

create a movement phrase, they can perform their phrases 

for each other. The teacher should encourage applause at 

the end of each presentation to create a positive 

atmosphere and to begin to demonstrate to the students 

proper behavior as a dance audience. 

The teacher can give the students themes to work 

with to provide sources for choreographic ideas. Some of 

the techniques from improvisation that the children 

experienced before can be further explored, now in a 

different context. The instructor can use words or 

emotions that the students are familiar with as 

motivational material, only instead of improvising, the 
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students can learn to set the material in a more structured 

manner. Work with this thematic approach is usually more 

successful after students have become comfortable with more 

structured movement exercises as stated earlier. 
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WEEK EIGHT: DIRECTIONAL CHANGES, PATTERNS 

Concept: 

This week the students will progress to working on 

more complex movement patterns. Movement across the floor 

will incorporate changes of direction and more intricate 

floor patterns. The movements themselves will remain 

fairly simple so that the students can concentrate on where 

they are in space, and in what direction they are moving. 

Suggested Activities: 

The teacher can begin class with the set warm-up 

but facing a different direction than usual, perhaps a 

diagonal in the room. This will orient the student to the 

concept to be explored this week. The awareness of where 

one is in space needs to be developed. It is a complex 

process to move in various spatial patterns. The dancer 

needs to develop spatial awareness of the body in relation 

to the environment in which the movement sequence is being 

performed. 

The instructor should introduce a center adagio 

that changes directions midway through so that "front" 

orients in various directions during the combination, and 

perhaps returns to an original facing at the end of the 

sequence. The combination should flow naturally. Use of 
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turns, rolls and weight shifts can create smooth 

directional changes. 

During locomotion activities the teacher can 

present a movement sequence that weaves, changes, and does 

not consistently follow a straight, familiar path. Use of 

masking tape on the floor can be a temporary visual aid for 

the students to create diagonal, intersecting, or parallel 

lines to follow, and to correlate groups of dancers moving 

together in order to prevent collisions and to help the 

students orient themselves. 

The teacher should be careful that the students 

only use the lines as occasional references and do not 

become dependent on them. Remove the lines after a period 

of time, to prevent students from attaining the habit of 

looking at the floor. The visual aid can also be used for 

performance settings to make a new stage space easier to 

work with. 

After the students have learned a developed 

sequence that is performed across the floor, the teacher 

can try having half of the class start on the left side of 

the room and half of the class start on the right side of 

the room and let the students "pass through" each other a 

few at a time while performing the phrase. This is another 

place where markers can be helpful. This activity creates 
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a feeling of responsibility of the individual to the group. 

Students will be aware of the spatial patterns that result 

in the group due to individual dancers moving together. 

Working with new spatial patterns exposes the 

students to choreographic ideas and concepts of 

interaction. 
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WEEK NINE: PARTNER WORK 

Concept; 

Work in pairs is the theme of the week. Exercises 

to allow the students to practice cooperation on a one-to-

one basis is explored. Sensitivity to each other and to 

moving together are important factors in partner work. 

Several sets of partners will be asked to work together 

later in the week, promoting another opportunity for 

developing sensitivity and cooperation. 

Suggested Activities: 

The teacher should begin class with the set warm-

up, but have the students divide into pairs and face each 

other during the set warm-up. If there is an odd number of 

students in the class, a group of three can be formed or 

the teacher can participate, or partners can rotate. 

Eye contact between partners during the warm-up 

will create smiles and perhaps some uneasiness. Students 

will adjust to this as class progresses. Eye contact 

should be encouraged as well as seeing whole-body movement 

that the partner is performing. 

The teacher can introduce a mirroring exercise 

between students. This will increase the students ability 

to follow movement spontaneously. Sensitivity to each 

other and awareness of each other's motion will increase 
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with practice. The teacher can instruct students to 

alternate which partner leads these improvised motions. 

The teacher can instruct the students to move 

across the floor in pairs. It is a good idea to have them 

switch partners mid-way through class or at least the 

second class of the week, to be flexible and comfortable 

working with various students. The instructor can build a 

combination for the students to perform moving across the 

room in pairs. The combinations should include specific 

focus and perhaps eye contact or physical interaction 

between the partners. Planning a combination that will 

work with two sets of partners performing together can be 

fun and challenging for the students. 
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WEEK TEN: PERFORMANCE 

Concept: 

This week the emphasis is on performance skills. 

Performance qualities should be taught and integrated from 

the beginning of the workshop, but devotion of a week to 

concentrate on these skills is appropriate toward the end 

of the workshop. The students will be feeling more 

confident and have more material to work with at the end of 

the session in association with performance than they had 

early in the workshop. 

Suggested Activities: 

If a performance is planned, this week is a good 

time to rehearse the dances that will be presented during 

the concert. If there is no specific performance to 

prepare for, a class performance of movement studies or 

class material can be organized to give the students 

opportunity to experience the excitement of performing. 

As a culminating class, the material that has been 

taught should come together in a meaningful manner the last 

week of class. Presentation of the warm-up, familiar 

center work, and work across the floor should take the 

first part of the week with emphasis on performance 

qualities such as projection, focus, sensitivity, and 

concentration. Issues of cooperation, responsibility, and 
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how to handle errors or memory lapses on stage should be 

addressed. 

The teacher can create an audience and performer 

setting for the students to practice proper behavior in 

both roles. The instructor should take time to teach the 

students how to end a piecer take bows, and make exits. 

The final class should be a positive experience for 

the students. Concepts are solidified and experienced by 

the students, and the students are given opportunity to 

enjoy there dancing. 



CHAPTER III 

CONCLUSIONS 

Summary 

The author has presented a case for dance in the 

educational experience of the deaf student. The experience 

of dance creates added opportunity for special needs of 

deaf students. These include development of self-

confidence, creative self-expression, and communication 

skills. Related research and the experience of the author 

supports the rationale that dance as well as the practice 

of other art forms is beneficial to the development of 

well-rounded individuals. 

Because little opportunity exists for deaf children 

to learn dance in the hearing community due to the 

communication barrier, implementation of a program on 

campus at schools for deaf students would be of substantial 

benefit to them as developing individuals. 

It should not be assumed that deaf people do not 

enjoy dancing due to their sensory handicap. As it was 

confirmed in the described ten-week workshop, the dance 

class can provide great opportunity for success and 

enjoyment for the deaf student. 
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The author has presented a dance curriculum 

integrating special teaching techniques based on ideas, 

experiences, related research, and observations of 

professionals who have taught dance to deaf students. A 

concrete basis for establishing a dance-related program in 

schools for deaf students has been created and outlined in 

this thesis. Additionally, portions of this curriculum 

have been tried successfully in the ten-week setting of the 

described ASDB workshop. 

The author concludes, based on the experience of 

the ten-week workshop, that there is little difference 

between teaching dance to deaf students and teaching dance 

to hearing students except for some special awareness and 

teaching techniques. It might take an added element of 

courage for a hearing teacher, who does not sign, to 

attempt the task of teaching deaf students. Sensitivity to 

students and situations and enthusiasm for dance can 

facilitate the success of a dance teacher in any classroom. 

The teacher's use of visual cues, awareness of 

being visually accessible, and a desire to communicate are 

especially important in teaching deaf students. Use of a 

few basic signs such as "follow," "copy," "watch," "pay 
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attention," "again," "try," "good," and "ready" can help an 

instructor teach a dance class. 

It can be difficult for an instructor teaching 

dance to maintain visual connection with deaf students 

because as they move they tend to be distracted from 

visually focusing on the teacher. Having more than one 

adult in the room and being aware of "checking" or 

regaining visual attention from the students is helpful. 

During the ten-week workshop, students were 

observed to especially enjoy improvisation and creating 

their own movement sequences when they were asked to create 

short movement phrases within a dance or at the end of a 

dance or movement phrase that the students had already 

learned. This amount of freedom within a structure allowed 

students to feel comfortable and enthusiastic about 

creating their own movement sequences. Students especially 

enjoyed working with partners during this activity rather 

than working alone. 

Performing seemed to be the highlight of the 

workshop for all of the students. The behaviors of 

leadership, cooperation, and social interaction described 

earlier in association with the dance experience became 

especially evident at this time. A very positive energy 
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was produced from the students as performers and as 

audience during the performance time. Performance 

activities included in the classroom setting provided 

opportunity for similar benefits and prepared the students 

for a larger, more formal performance at the end of the 

workshop. 
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There are many areas in education of deaf students 

in relation to dance education deserving further research. 

1. The connection between dance and American Sign 

Language as means of nonverbal communication can be 

researched and experimented with further. The use of 

American Sign Language in conjunction with dance can be 

further experimented with and possibly developed as a 

unique art form. Abstraction, integration or exaggeration 

of some of the gestures in sign language can be used as 

source material for creating movement and for choreographic 

works. 

2. Studies that address certain characteristics of 

deaf children in relation to dance experiences would help 

support the theoretical idea that dance benefits deaf 

children socially, creatively, physically, intellectually 

and emotionally. 

3. Additional teaching techniques related to the 

field of dance and education of deaf students need to be 

developed and shared among interested educators. Teaching 

ideas and techniques related to other performing and visual 



71 

arts will also be helpful in advancing the field of the 

arts and education of deaf students. 

4. Surveys determining interests of deaf 

populations would be helpful in designing future programs. 

"Likes" and "dislikes" of deaf people in relation to 

experiences with various art forms might be helpful in 

determining what types of fine art programs could be 

successfully implemented in educational institutions. 

Presuppositions should not be made about deaf people's 

preferences in activities. 

5. A survey exploring what type of dance or art-

related programs exist in American Institutions for deaf 

individuals might be helpful. Research on the success rate 

of already existing art-related programs would be of 

interest to teachers and program designers in the field, as 

would a survey exploring teacher's and administrator's 

attitudes about implementing art-related programs. 

6. Experiments addressing the efficiency and 

rapidity of deaf children's visual learning abilities in 

comparison to hearing student's visual learning abilities 

and habits would be beneficial. 

7. A comparative study between deaf and hearing 

students' attention spans might be created in a dance class 

setting. The author of this thesis has observed deaf 
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students to demonstrate a greater attention span and 

general attentiveness in comparison to hearing students of 

similar ages. 

8. Further experiments dealing with dance and 

language development for deaf students should be conducted. 

9. Dance terminology needs to be expanded in the 

context of American Sign Language. Signs for subtleties in 

dance movement explanations would be helpful in the field 

of dance education and deafness. 

10. The phenomenon of deaf students maintaining 

internal rhythm and use of visual rhythmic cuing should be 

further explored. An experiment using visual rhythmic cues 

and groups of deaf and hearing students and measuring 

ability and consistency in maintenance of rhythm would be 

beneficial. 

11. Further development of lesson plans and 

curriculum ideas for various settings and age groups would 

be helpful and beneficial to the field of dance and 

education of deaf students. 
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Dance can provide a means of communication and 

expression within the deaf community as well as present a 

common element to bridge the gap and to help integrate the 

deaf and hearing communities. 

Irene Dowd states, "Human beings are uniquely 

gifted with a musculo-skeletal system that allows enormous 

expression and manipulation of tools with the upper 

extremity. For this reason, we can never do random or 

'empty' arm movements. The passage of our hands through 

space seems to intrinsically carry meaning for ourselves 

and our world. While the meaning being conveyed varies 

infinitely for each one of us and in each environmental 

setting, the basic structure of bones and joints is shared 

by all of us." (1981, 25) 

Dance has been part of human behavior as a means of 

expression as far back as we can trace. It is a physical, 

emotional, and intellectual means of communication. Dance 

is common among many cultures and varies in style and 

context from culture to culture. It can reflect the social 

behaviors, organizations, and attitudes of a people. 

Opportunity for deaf people to experience dance can expand 

their means of expression as individuals and as a group. 



APPENDIX A 

Questionnaire for Teachers 

Please Answer the Following Questions; 

1. Do you feel the children enjoyed the experience of the 
dance class? 

2. What would you way was the most positive aspect of the 
workshop? 

3. What would you like to see done differently if the 
program were to continue or repeat itself? 

4. Would you like to see a dance related program continue? 

5. Did you see any physical, social or emotional changes 
in the students that participated in the dance class? 
Positive or negative? 
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Questionnaire for Students 

Please Answer the Following Questions: 

1. Was this your first experience with dance? 

Yes No 

Did you enjoy the class? 

Yes No 

Did you learn something from the class? 

Yes No A Little 

© © © 
4. Would you be interested in taking another class similar 

to this one again? 

Yes No A Little 

5. What were your favorite parts of the class? 

6. What didn't you like about the class? 

7. What would you like to do differently if the class 
were to take place again? 

8. Do you enjoy dancing? 
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