ParT I. How To CreatE

ULTURALLY REL
,f,.gr—— EVANT CLASSROOM

One

What Is Culturally
Relevant Teaching?

The Problem

Imagine you are: ten yeats old and just enrolled in a dance class at
school. You are excited because you know how to dance. This is one class
you know will be fun and you can walk in the door with confidence. You
arrive on the first day with a wide smile. To your surprise, you are told that
your idea of dance attire is ... different. Your idea of talented dance move-
ment is ... different. Your idea of musical accompaniment is ... undevel-
oped, and your current dance ability is ... at level one. You are told that
the dances you know are “great, fun, and cool” and are encouraged to prac-
tice these dances at home or on the playground as you will not be able to
practice or perform them during class. On the other hand, you will be
Jearning dances that are highly valued and appreciated in the dance world.
And, if you work hard, you may even earn the privilege of performing these
dancers for your family, school, and community. Although these dances

will be new to you, and do not reflect your culture, they will enhance your
dance skills and give you legitimacy as a dancer. Now, aren’t you excited to

learn?
This book is a response to the scenario outlined above, one that has

been and continues to be manifested in a multitude of ways throughout
this nation and the world. To give just one example, I learned of a similar
story when conducting research at the University of Cape Town in South

Africa. There I met a South African teacher of dance who told me that
unity “dancing in the bush.” He was sub-

learn Western dance forms. After being
y dance, he was then told,

he was spotted in his rural comm

sequently given opportunities to
appropriately trained in Western contemporar
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»He was so insulted by the notion thy, he g
ncer. ht the white man’s dance aesthet;, tha, S“Oth
ing up until hiiwacset:zilpletely'] Similarly, I can rec.all Nume
contemporary ¢an de uncomfortable by comments friends g coll
when I have becnhr_n a 2 dance concert, and singling out Africap :rgucs
made while W'atc i?ﬁcular movement: “Look at him dance, 4] he " lca.n
males, giftefi in vfwiSh I could get him in a ba‘ll.ct class.” ] imefprett Sig
some tcchmql‘fﬁ-l could teach him a more legitimate form of dang, ;se
comments a5 lly pleasing to me, then he would be more Va-luablé.»ne
that is aesthetlcot 3; f all one instance where a ballet or modern dance,
Co:lt:::::’clla;ag Eoted for his or her lack of an Asian or African dance
ev :

The hierarchy of dance 1;;{:::;1( to build multicultural CoMmunitje

As danczlt;duca;f,zrzannot risk our students thinking that we seeljri
cmbra?e. P 1\;; t}f:r’ cultural aesthetic. This text exploring research, theOr}(,)
Ssgll;gr:;?ce of culturally relevant teaching can be a resource for 4] dance,
educators who wish to counter such hubris.

uNow yOU ared da

Dance, Social Constructs and Privilege

Dance is a cultural experience. It is a racial experience. It is a gendered
experience. It is a kinesthetic body experience. All of this is to say that
one’s experience in dance is reflective of his or her demographic and dance
environment. When I walk into a dance class T am immedia
my culture, race, and, at times, depending on the class, my a
men have a heightened awareness of gender within most dan
Gay, transgender, and queer people have a heightened awaren
or not the space is welcoming or hetero-normative. In order t

tCl)’ aware of
ge. I presume
ce classrooms.
ess of whether
o be successful
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.o T have also noticed that in most of the dance departments 1
EducatlOn.d throughout my experiences in higher education, there was 2
encol.mtef; African American dancers, yet, at the same time, the schools
e African American dance group of some kind. In further inves-
boast.ed anf this phenomenon, I learned that many African American
tigatlonfo | marginalized and undervalued in the larger dance program-
da.nCCfsf tliee dominant culture. Culturally focused dance organizations often
g:x?fl;p :n schools where there is a lack of culturally relevant dance offer-
lﬂgS-I interviewed a graduating senior who explained that she directed
her energy away from the mainstream departmental programming and
toward an African-based dance company.throughogt her four-yegl_?
experience. She sought mentorship from African American female gra

uate students in the company, recognizing that these individuals would
be her lifeline throughout her undergraduate experience. She noted that
when she talked to her African American undergraduate peers who

were not in the African-based dance company, they spoke of fce?iflg
alienated, excluded, and marginalized by limited performance opportunities
in the department. She did not share their experience. She attributed her
different experience to the mentorship of the African American graduate
students in the dance company to whom African American students
outside the company did not have access. She also spoke of her own cultural,
ethnic, and racial challenges when performing in department dance
concerts that were separate from the company. She was not equipped to
do her makeup and described often feeling “discarded” when she did not
know how to apply makeup. Not surprisingly, her white counterparts
were not equipped to assist her. Although similar experiences of being
at a loss in connection to hair and makeup existed when performing
with the African American company, those were less embarrassing and
somber because she did not feel as isolated. She was not the only one
who needed assistance. Equally relevant, she was not singled out as differ-
ent because of the make up needed to flatter and enhance a darker com-
plexion. Finally, there was no awkward silence around what to do with her
hair.

I'share the above anecdote to draw attention to the need for culturally
relevant and sensitive experiences in dance and to bring attention to the
types of privilege white students have backstage. To not have to worry
about whether you can find the right foundation color for your skin is a

privilege. To know that your castmates, teachers, and backstage helpers will
be equipped to help you with your hair is a privilege.
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what Is
and Cri

Theor
The discussion of teaching. approaches in this boo =
disciplinary approach to the rr.lul.tlfa.lceted pr;t‘ctlce OfteaChing de Sy y
Pratt-Clarke defines transdisciplinary as the use of multiai]ce' Qns\
methods, approaches, framevxfork?, 2'111’d fhscq.)lmes to undersmnlzle t Ori:h
and implement transformative initiatives in society.” Ty tegxzs
becomes 2 framework for the chapters in this book by which tshex an
ing authors examine and explore pedagogical questions i e Contr'but\
culturally relevant teaching, in tandem with critical dance Power. i
the focus of this text, a transdisciplinary ethos highlightin p?c.ia ogy, ari
critical race theory, critical pedagogy, feminist pedago g Criticy] theory
and social justice is also embraced. With each particlﬂi” iender sty dies’
the questioning of power in classrooms is evidenced th theoreticy |
author approaches this questioning from her own 1rt.roughout
Power, however, is key: power in the classroom, POWepr‘i lclillar Perspectiy,
in the community. And, finally, who has the power; | nt 1 ?Chool, Power
who are the powerless? These frames come together t’ ]bow S being used;
and dismantle oppressive systems of education b : oeSt.ldentify’ subver,
tures, a query that undergirds social justice in e)(; qUCs.tlor;mg power stryc-
. The frameworks featured in this book S
tor.1 cally marginalized by way of culture, r may ensure that students his
tation, or limited physical abilities ar , race, class, gender, sexual orien-
through education. These framework TC Cln}?owcl-cd and not oppressed
govern educational settings in the [; s recognize the systems of power that
systems do not support all stud nited st‘ates and understand that these
tified by Paulo Freire 2 “the berltsléTradltlonal teaching methods, iden-
:;zctl:ijeposits_information into 2tllrlle ;It]fdm()dd’” where the all-knov».'ing
Cmbodie(; - VYIH “wear” the movement e?t,lm-u st be questioned. Nothns
highlight ;n.d ma,Uthentic learning expe oy R tffacher RHconrege = d‘.s-
students \?vh In this text js committedptorlcncc. Ultfm'atcly, the scholarsblp
Cmtura?l}},l?vf been relegated to the &(il"r";r shifting and empowerif
i Clevant : argins.
n the 19903, isa methodtz?::n}% aterm coined by Gloria Ladson-BillingS
ching that relates to the cultural backgrou?

OfstUd
€nts whj|
€ also pp;
he going beyo , : o
“oncept js yond using content to which students CJS‘
ts Acce

nd focyg ofig

)
ens’
) 48 each

featy
red )
throughOUt this text because of i
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hin method that relates to students’
reachin8 ents’ communic

{earning style, and cultural beliefs. Ladson—Billings ation style and tone,

« . d'

ﬂpedagogy that‘ empowers students mtellecmauy SOciSlcusses the term as

politicall)' by using cu_ltural referents to impart k;lowl dY» emotionally and

rudeS-"6 As scholarship on it has flourished, so has i: %e, skills and atti-
§ descriptive terms

For example, these methods are also referred t _
agogy and culturally responsive teaching. © as culturally relevant ped-

Culturally relevant teaching was initially developed i
n response to

<ducation researchers finding consistent patterns of lo
cudents of color than for those students from the dor:',er e
curally relevant teaching and culturally responsive 1:<:achl'nant oo
¢ address the needs of underprivileged students who ::g by deve.loﬁ"ed
on the same scale as children who identified with the c(l:::r:nr'mt e
Multicultural education specialist James Banks articulatcdl?}?rlt Cu‘;“ff ¥
culturally relevant teaching in his seminal work forty years a Z“‘:- ;’lf
wrote: “[E]ducators should respect the cultural and linguistic chgaravcvte:'nt' )
of minority youths, and change the curriculum so that it will reflect 1t3h:':15r

learning and cultural styles and greatly enhance achievement. Minority
students should not be taught contempt for their cultures.”®

As the need to relate curriculum to students remains pedagogically
pcrtincnt, Banks’ scholarship continues to hold relevance today. One
reason for the disproportionately low number of students of color in main-

stream dance programs is culturally alienating teaching methods. Culturally
relevant teaching helps to combat such alienation by building student
confidence and self-esteem. Without culturally relevant teaching and
diversified curriculum, students experience cultural deprivation, which also
can be an overwhelming obstacle for students feeling alienated each day
of their schooling experience. Educators need to consider the often
irreparable damage done to students’ esteem of their culture and self when
both are diminished through an educational approach that fails to value
them.
Geneva Gay, a prolific education scholar specializing in culturally
responsive teaching theory and research, highlights the ongoing poignancy
of these challenges in our educational systems. She has characterized the

attributes of such pedagogy as follows:

1. It acknowledges the Jegitimacy of the cultural heritage;sd(.)f dlf:fer-'
ent ethnic groups, both as legacies that affect students h1spos1terlt
. . con
tions, attitudes, and approachcs to learning and as worthy

to be taught in the formal curriculum.
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meaningfulness between home ang Schog)

: : f
2. It builds bridges 0 s between academic abstractions g4 liveg

experiences as well a
i alities.
ciocultural re ‘ . |
;o a wide variety of instructional strategies that are o,
3. It uses

nected to different learning styles. . |
It teaches students to know and praise their own and ope

' ’ heritages.
another’s cultural _ o
It incorporates multicultural information, ICSF)UFCCS, and Materiy),
| in all the subjects and skills routinely taught in schools.?
i

Within this structure of culturally responsive teaching, .Studer?ts can be
affirmed in their culture and learn how to affirm .others in thex.rs. Dang,
educators, as teachers in the arts, have an opportumt).r to make a Significan;
impact if we value the artistic and cultural expression of students—gpq

utilize their cultural knowledge as a conduit for learning.

Critical Dance Pedagogy

Critical pedagogy is an activation of critical race theory in systems of
education and is conversant with culturally relevant teaching. As Barry
Kanpol states: “Critical pedagogy is a cultural-political tool that takes seri-
ously the notion of human differences, particularly as these differences
relate to race, class, and gender. In its most radical sense, critical pedagogy
seeks to unoppress the oppressed and unite people in a shared language of
critique, struggle, and hope to end various forms of human suffering.”

For the purposes of dance educators, I submit the term critical dance
pedagogy (CDP): an application of critical pedagogy (teaching approach
that examines systems of power) to the dancing body. Thus, CDP examines
who gets to dance, in what spaces, with particular considerations of race,
class, and gender. Unlike culturally relevant teaching, which was designed
fo'r stud-ents of color, CDP is 4 pedagogical approach that works well
with various demographic configurations including the homogeneous. Stu-
de.nts are chal%cnged to investigate power systems,
are often faced with the yp alm e Of pomer sFryctures o thec)i,
it i s B hlip easant I'ClelthS. of privilege. I. }Tave foun

P 0 highlight the OPportunity those with privileges have

to make significant change and highlight some of the changes that have
been made historically due to ¢},

. 0se with power widen; aces for those
without. p videning spaces
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IS'S}JCS of social justice are at the heart of culturally relevant teaching
and critical dance pedagogy. In 2009, Secretary of Education Arne Duncan
proclaimcd education as a fight for social justice in a speech at the Uni-
versity of Virginia: “I believe that education is the civil rights issue of our
gcneration. And if you care about promoting opportunity and reducin
inequality, the classroom is the place to start. Great teaching is about si
much more than education; it is a daily fight for social justice.”2

Underst.andmg that education is an issue of social justice that goes
beyond the rights of access and extends to content and delivery is not new.
Editors of Rethinking Our Classrooms describe a social justice classroom as
“grounded in the lives of our students; Critical; Multicultural, anti-racist,
pro-justice; Participatory, experiential; Hopeful, joyful, kind, visionary;
Activist; Academically Rigorous; and Culturally sensitive.”3 Thus culturally
relevant teaching and critical dance pedagogy are components of a social

justice educational framework.

Culturally relevant teaching was designed for students whose cultural
background is not aligned with the dominant culture. Thus this approach
works best when serving students of color.

Diversifying content is a great approach that expands the educational
experience for all children. Similarly, critical dance pedagogy is amenable
to all demographic class configurations. The latter two methods do not
depend upon utilizing student culture when delivering content.

Student-centered classrooms remain a tenet in all of these approaches.

In opposition to culturally relevant teaching, many dance educators
feel that dance is open, welcoming to all, and, by its creative nature, relevant
to all humanity. I argue that social constructs of race, class, and gender per-
meate all aspects of society, including Dance Education, and must be chal-
lenged consistently, with all resources possible. In addition, I have met
many people outside the dominant culture that felt uncomfortable, deval-

ued, and rejected within Western Dance Education programs. The differ-
ence in experiences, between those who have a vested interest in maintaining
the system and those alienated by it, draws attention to the Western cul-
turally informed structure of Dance Education in the United States. This
is demonstrative of how privilege often goes undetected by those who hold
1t.

From a historical standpoint, education theory, research, and practice



a Culturally Relevan¢ Q]
. How to Create ASsro, ;

jrurally relevant has been devclloplgrge 1: ge.r;lcral ducyy,

that is ¢V fUM Unfortunately, thc. arts, an mh . pecifically dan, }?(lez
for dccafieso ot in this pedagOglcal. approach. For decadeg dance,c % ™
limited mtzf et and ideas of inclusion and .accepfance ot ."Catq;
have exalte ducation pioneers like Alma Hawkins, Mafgaret ings, "
uals. Dance € u Sarah Chapman, Brenda Dixon GOttSChild’ iy Oup,

Us
: aus :
Rlcharti1 Kre au’written about teaching culture through dap,
na hav' : ress these j :
? al:'ation Yet these scholars did not add SC ISsues jp their g, ™
gu .

e
dologies. In 1992, dance educator and scholar Saral, Hi,
metho C:i iis issue at a National Endowment conference, statiy n“g
resente ) . :
: iority of university programs emphasize b'flllet and modep, - ¢
m‘}’;’_ch are Eurocentric in both content and teaching approgcp, ms Al 0[&3,
¢ i . 0 r
hwr statement demonstrates an understanding and recognition of prob;lé}l
e . : e
o, the issue m
that existed more than twent)f years ago, of diverse content .
tinues to be a point of discussion in the field of Dance Edyc

) . ation because
little attention has been paid to developing teaching approaches 1, i

the needs of students from a variety of cultural backgrounds,

Folk, ethnic, world, and global dance forms have beep Present in dap,,
departments in higher education since the 1960s.1¢ However, such diverse
dance forms are typically positioned on the fringes of the curriculum, yg.
lized as supplemental material content and rarely substantial. The inclusiop
of diverse dance cultures has been invaluable to the dance community. By
the purpose of culturally relevant teaching is to serve students from cul-
turally diverse backgrounds through the use of student culture as a teaching
tool. Although diversifying content is very important, it does not address
culturally informed learning modalities.

From a theoretical perspective, some dance scholars have taken on the
task of expanding social justice dialogues to Dance Education. Critical race
theory, feminist theory, gender studies, and critical pedagogy have informed
the discourse of Dance Education through the writings of scholars suc.h
s, but not limited to, Sherry Shapiro, Sue Stinson, Doug Risner and Shere
Bare.” In their 2010 article “Moving Social Justice: Challenges, Fears and

Possibilities in Dance Education,” Risner and Stinson explore 1sSU€s o
S?Cial justice in Dance Education and identify student resistance to mul-
tlcfllturalism in the classroom. 18 They present scholarship that ?XPgizf
;iilitn%rzctzﬁ:s that Support hom?geneit}’ in Dance Edpcation.ggilieenmc
bias in cyne, :ndmake a compelling argumen.t for call.mg ?Utan cxpansi®
understand, 1d teaching students to seck diverse voices or Koo o &l
g of dance, they also provide an applicable teaching

20
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The Body as a Carrier of Culture

Cultura:I ?lashc?s in the dance classroom are ¢
instrument, 1t identifies us and we identify with :

i it is the package that | our bodies. Our body con-

tains us, 1 package that holds us together for b y
displ raralsionit or better or worse. But it
also displays cultural signifiers such as age, race der.
iti d disabilitie d : o ace, gender, size, physical abil-
ities and disabilities, and, at times, religion; all of th :
2 ’ €s 1
inscribed on the body. Sherry Shapiro explains: “The bod € Slfgm‘ﬁct,rs are
. . % in
POStmOdem theorizing comes to be seen as the personal n);atcrizn:rlll“}:ni
inscriptions or particular discourses of the culture have become e bvzd‘cd
) % m
To read the body in dance education is to see the values of the cultu e p ed.
whence it comes.”"” culture trom
This way of seeing the : -
ditions of}:iance th'1gt p body, ‘as Shapiro notes, is in contrast to Western
itio at focu ‘si : o218
. £ the body)."® Son si1ze, shape, technique, flexibility and life
(that is of the bo y).”?° But in dance we cannot escape the body—our
instrument—even though it can prompt personal and external judgment
provoked by these inscriptions. Overcoming the marginalization brought
on by social constructs and stercotypes often active in a subconscious realm
of covert discrimination is challenging. Students who regularly experience
discrimination have a heightened sense of awareness, i.e., students of color,
LGBTQ students, and students with non-normative bodies. Negotiating
discrimination is a component of their daily educational experience and
becomes a part of their identity.

The desire to homogenize persists and easily extends to our gender
norms and hetero-normative society. I often have heard whispers along the
lines of “What a beautiful dancer, he just needs to butch it up.” In response,
I ask: What if we presented a range of possibilities and interpretations of
masculinity and femininity? What if we were not bound to the binaries of
traditional gender constructs? What if the embodied cultural markers of

students were embraced? Dance educators and dance makers often ask the
dancer to come forward as a blank slate, free of movement accents. How-
ever, I believe that dance educators must recognize, honor, and uplift each
student’s cultural embodiments as primary and significant, to be worked

with, not overcome.

mmon. The body is our

Culture and How We Make Sense of the World

ckgrounds. Many people identify with mul-

All 2
people have cultural ba coups. Culture i

tiple cultures, fluent in the cultural practices of several g
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a collection of social systems, customs, rituals, dtmd]iti(mfi’ and.ord.mamCe
groups of people practice, share, protect, a;d SRR S,Zn lndlvidual from
the United States, I practice a numbe.r of customs SPC“CI C to thig U,

I live in a country with a representative government. ‘The Star Spanglez.
Banner”is the national anthem. Public school (?ducatlon 1540 accepteq .
ponent of this country’s democracy. The Un.lted States is considereq the
home of apple pie, the lindy hop, jazz, and.lnp-hop. Alth.ough Americans
hold diverse opinions on each of these various cultural s.1gn1ﬁers, there
wide recognition of their existence and how they functlon in American
culture. This cultural knowledge of signifiers provides a shared Cultygy

experience.

Dance Culture

At the heart of all cultures are customs which people practice fo, the
benefit of the community and historical preservation of the culture, Groups
of dancers are no different as they also maintain cultures. Withig traditiong]
Western-based concert dance culture I understand that one should remove
one’s street shoes before entering the studio space. However, for members
of a social dance community, this may or may not be the case. Traditiona]
Western concert dance culture also has spoken and unspoken ordinances
on attire, the appropriate time for talkin » treatment of the space (i.e., no
eating or gum chewing in the studio), and rules about use of equipment
(such as “No leaning on the barres”). Yet cultures are not stagnant; they
shift over time. For instance, the shoe rule, in many dance studios, has
relaxed to make space for hip-hop dancers with sneakers. In this way cul-

tural practices evolve to meet the needs of group members. That s to sy,
culture is everywhere and ever-changing.

“Dance, as an embodied understandz'ng of ourselves, can connect to a
moral and ethical pedagogy that not only honours the life of the child but also
makes possible a newy way to envisage bein g human"—Adrienne Sansom

G

The Application of Culturally Relevang Teaching

fo Dance

Culturally relevant teaching, recognizing and building on the cultural
knowledge of students, is applicable tq all subject arcas, including dance:
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¢ this approach to be effective in dance, da
all dance is culturally inf d S Educators Mt be
aware that , y informed. Although the instruct
fortable 1n a modern warm-up wh DI
feel com e d P where dancers walk around the
room and Cxpque RPAess 1t —_— not mean students experience that same
comfort level with this exercise. In instances where students are unable to
themssl(\i'ps in thz ;Lgrrllctu}ju‘mlcontent’ they often feel as if they do not
isenga rot eir learni
. %Orgthc it nlng.There must be an awareness that
inar e or may be -

; y S i y be out of the ordinary for students.
From that p ace o anding, instructors can find ways to build bridges
to their course objectives.

Culturally relevant teaching strategies are illuminated in the work of

Mary Stone Hanley, in particular the pedagogy model Culturally Relevant
. 21 . .

Arts Education (CRAE).?' Hanley writes of this model as a form of social

justice, the act of inclusion that counters the marginalization of minorities

and embraces cultural diversity. Hanley provides the following examples

of CRAE:

When activiti
films or plays generated

th fO

see
pelong an
what is or

es are about the transformation of injustice and are arts based—such as
by artists that address a community problem, adolescent spo-
ken word poets who work with younger children teaching them to speak power
through poetry, or muralists who record a community’s struggles and triumphs or who
remedy urban blight with color and form—the artists are engaged in CRAE.”

Similar creative practices can be employed in dance. Choreographers
ork with students to develop a piece that addresses a community
dance students can embody poetry that advocates for social justice;
music from communities that are outside the
mainstream and work with scenic designers and costume makers to develop
culturally relevant art spaces. Such activities give voice to those with little
agency to be heard. As educators, we decide what is important for students
to learn. If we do not shine a light on the people and communities outside
the dominant culture we fail our students and perpetuate a lie. It is 2 lie
to think that only the dominant culture is worth our study and contains

artistic techniques of value.
In her text Culturally Relevant Arts Education For Social Justice, Hanley

explains that culturally relevant approaches “yffirm the learner’s power to

produce knowledge”and “challenges prejudice of any kind.”® She highlights
the need for this type of instruction in the arts, where creative process
often begins with the artists’ lived experience. Building on the scholarship
of Diane Friedlaender and Linda Darling-Hammond (2007); Gloria
Ladson-Billings (2009); and Geneva Gay (2010),which focuses on cpltur—
ally relevant pedagogy, Hanley asserts, “artists are empowered by their cul-

can w

problem;
dance educators can select
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p of Jearning, which stimulates intrinsic

: nershi
wledge, enabling oW 2 She goes on to state:

. ”
and imagination.
0. if it is to be relevant and useful; withoy,

,

d alienating, and resistance becomeg 5

tural kno s €
motivation, curiosity,
ore of educatio
learning is vacuous anzﬁ
tablish their agency-~

ntly do not sc¢ their culture reflected in the -
¢ affirming education if they un fetsitg
dd to the cultural knowledge they alfeady

me or change it.

Meaning making is the ¢
relevancy and usefulness,
factor as learners try to I€es

Strudent dancers who curre
riculum would experience 2 mor
and believed that the goal was to a
possess as opposed to trying to Overco

Cultural Relevance I nfarmz’n g C urriculum.
Global Pers])ecz‘z'ves

International research on culturally relevant teaching has yielded sub-
stantial affirmative findings. The research indicates that student learning
and creativity flourished when teachers were equipped with the skills to
shape learning experiences in a culturally relevant manner.*®

In African Dance Education in Ghana, Ofotsu Adinku presents a con-
* Wceptual framework for Dance Education and a proposal for planning cur-
riculum.” Esteem-building is noted as an integral component of Dance
Education in Ghana. Teachers are encouraged to build esteem through
teaching content that connects to and uplifts tribal culture and tradition
as well as national culture. Adinku’s text succeeds in tapping into African
principles of learning and is designed to meet learning objectives of a
Ghanaian university dance department, an educational system that admit-
tedly greatly differs from that in the United States. Insight into ways dance
departments can be structured to honor cultural values in regard to dance,
cultu.ral heritage in the arts, and dance in particular, is embedded in the
learning objectives. Within this System, recreational, ritual, and social pur-
Eﬁsg::sd;rollcjii: :izlsfglczgclhgosraine level as thc.at.rical performances with

ocal communities.

In the late 1980s, the New Zealand physical education curriculum was
i::?iped to be cultu.r ally responsive to the Maori culture. The new approach
e it it b v o
ditional, sports-centered curriculum f ) Worlfi of human movement 2 Tra-
and physical education goals wererte:c:rff?ymal cducation o st

gured to a te ao kori framework.

T'he significance of
o) culturally relcvant 1
— teachmg tools in physi i
' = hysical practices
1s evident in these and similar dance research ﬁndings 2"p ’ '
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tCChnique toran embOdiCd, student € movement v
: =C .
cocess.>’ Her research is supported b cnte ocabularies and
. « . : t
who writes, learning is an active and sg -hle
o e cia
an 4 transmission of activity.”
T%‘hcire’s anti-bankin dCth-ty' ' Melchior’s findj
T g educational model. Moreo mg:l also support Paulo
’ ver, data
affirm that
cul-

evant teachi "

rurally el eachlrlg positions teachers to provi

dent centered, embodied movement experi provide students with a stu
rience. stu-

Understanding the aiiltieal Knisstheticios
able resource for educators. Kyra Gaunt’s ;;eoélentation ob sl Eaali
the Ropes, from Double-Dutch to Hip-Hop provi damfzs I?[ack Girls Play: Learning
cultural expressions O B A Fhican Americanpfemlalz ;rzl’s%ght into the kinesthetic
spcciﬁc ways of knowing movement described b -G he cultural and gender-
educators understand African American femai, aunt can deepen the way
guage, and the cultural foundations which i Sstuidentsy sty body A

inform the compositi
‘hese students. The focus of Gaunt’s work is music and b % ion work of
directly to dance within the black community. Gaunt’s muolti};aizs ;‘?“ms
sion of expressiorls of the black female body offer resources to danceccduf:::)sr—s
in re.gard to sen51't1v1ty to cult.ural heritage and practices connected to kines-
thetic ways of being and choices of movement. These factors are integral to
the way that black students experience Dance Fducation and explore their

ﬁmdamental knowledge of movement. In terms of curriculum design, these
actitioners should be aware of, as

issues of which dance educators and pr
context in which one can consider howall people
ture(s). In learning more

ted to their cu
| expressions, educators can find pathways

t teaching.
although limited in quantity, supports

hods. This pcdagogical approach
t, and achievement.

sch i
m;zilirshlp of Kerry Chappell
g-making process, rather

are
this information opens up a

encompass movement styles rela
about students’ kinesthetic cultura
to engagement and culturally relevan

The research on CRT in dance,
my argument for these teaching met
increases student confidence, engagemen

Culturally Relevant Required Reading
d diverse is through

nt an
% culturally releva , I
One way to make curt jculum b8 (fectiveness of cu .
required readings.
. ‘ adings w :
turally relevant and diverse required 1€ ings W mselves 0t
o as the value O S



How to Create a Culturally Relevant Classro(,m

Part I: o

26 . | |

course resources, and in turn having greate; ,

ducational experience. Students feel included not Simp) i

- i ca

in their € u ns of the teacher, but through con.crete cxamples and Fego rc:
ood u:itentlo port learning objectives. The importance of Studeng,

s up

utilized to s

. . )
wh v tematically and historica]]
o have been sys y
icular students b
partic

afgin\
alized and exclude

being able to relate to .

d—feeling included in multiple facets of the Course &
be overstated.?* Further, diversification of resources g of g
e ov . . oty
n.Ot ‘ficance to homogeneous learning communities as well. If we s0q,
signific

do not want any single group of people to think therpselves SUPerior,
e}:y Oc must provide them with diverse resources and evidence of a wig,
then w

ity i world.
spectrum of humanity in the

Culturally Relevant Teaching and the Teacher

Dance educators have an opportunity to forge a classroom culture that
not only recognizes students’ culture, but also incorporates such Cl’llmre
into the curricula. That means teachers develop customs, language, artifacts,
and rituals that students can collectively experience as a springboard to
create a culture within the dance class. It is likely that most teachers already
do this in some form.

Although education is culturally informed, curriculum may not be
culturally relevant if educators do not make a conscientious effort to make
it so. One way of doing so is for dance educators to take an active role in
adapting curriculum. In a 2011 study on diversifying dance curriculum, I
found that many teachers and administrators had the desire to diversify
curriculum, but lacked the models and resources to put action behind their
good intentions.3 Culturally responsive education scholar Geneva Gay
asserts, “Intention withoyt action is insufficient.” [t is not enough to
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i culture. Others may feel that it ig not the;j .
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: ding a message to the class
g s tudents’ culture is valued and worth
that

y of your class time.
When the class is composed of a whit

' . '¢ community, learning about
her cultures is still important. In fact, it may even be mor
0

S ¢ important. In
these instances, diversifying course content or employing critical dance
pedagogy would be good teach.mg approaches. Without engaging issues
from multiple cultural perspectives, students run the risk of bclieving that
their culture is the only culture that matters. Some or all of these students
will move forward in life and come into contact with people from diverse
backgrounds- They need t.o understand how to engage and interact with
people who do not look like they do. While one could argue that this is
not the job of the dance teacher, I would argue otherwise. Teaching students
how to navigate their space in a diverse world is the task of all educators.
Additionally, dance teachers have the special privilege of guiding students
through an embodied learning experience that is non-verbal, body related

b
and can be transformative in its impact. This is a unique and personal com-
ponent inherent in dance training.

Supporting Students’ Culture in the Classroom

In the text “I Won’t Learn from You,” Herb Kohl explains not-
learning—wherein a learner intuits that his or her personhood is at stake
and sabotages an opportunity to learn. “Not-learning tends to take place
when someone has to deal with unavoidable challenges to her or his per-
sonal and family loyalties, integrity, and identity. In such situations there
are forced choices and no apparent middle ground. To agree to learn from
d stranger who does not respect your integrity causes a major loss of self,
The only alternative is to not-learn and reject the stranger’s world.””

Kohl’s theory speaks directly to issues Ruth Gustafson describes in
he:i research about African American students failing in music education
an

My personal experiences teaching Western-based dance forms in an
African American communit
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For some, ethnic identity. is significant; this is more often the case
with people of color whose daily experiences are often impacted by racial
prejudice. For others, grouping by gender (male, female, transgender, or
gender queer) or sexual orientation may be of greater importance. S’till
there are some who think of themselves as individuals, and whether they

have cultural affinities or not, they focus on how they experience the world

as individuals.®® It is most important to consider how each student would
like to be seen and acknowledged.

Often within a group of learners from the dominant culture, individual
students may be uncomfortable with questions about their culture. Some
feel as if they do not have a culture. It is common for people, especially
those of the dominant culture, to feel as though their daily practices are
just normal practices. The misconception that only people perceived as
“others” possess “culture” must be challenged. Raymond Williams addressed
this issue in his seminal 1958 essay, “Culture Is Ordinary.” Although it’s
common to accept one’s daily activities, tools of use, food, and technology
as simply ordinary life and not as a “culture,” this sensibility is a danger-
ous ideology. First, it is false because everyone holds a culture. Second,
it falsely agrees with those who adopt the idea that their culture is Fhe

default and primary culture of significance with all other cultures being
different and “other.” Historically, separating a dominant group from a
group of others has led to many incidents of discrimination against those
categorized as other. A class with students from diverse backgrounds offers
exciting opportunities for all present to learn from one another. I encourage

educators to acknowledge and highlight the various cultures of all stu-
dents.



I: How to Create2 Culturally Relevant Classroom
Part I: Ho

30
here the teacher is incorporating 5 N

‘e g in instances W
It is zmpartant, in inst not to expect or gs the

» [ g :

Pose general questions to the class about their culture, or ask the,,
. Po : i :
wj’tizl‘; "’ t surf}eys or respond £0 qritten questions, however, do not Singl
to fill ou

tudents. It should be an opportunz'ty for students 19 share, 720{ a respon-
of‘f.f o T .ou o research on your own you may ask students if; to thei,
sibility. If y curate. This places the students i

dings are ac
crsonal knowledge, your fin ' ‘ G
]t)/.re expert position on the subject of their culture. In addition, it signg);
4 ¢ their culture is important enough for you to

to them that learning abou
take the time to do the research.

Cultural Capz’z‘al

Pierre Bourdieu’s contributions on cultural capital are noteworthy for
red on culture and education. In his theory of how
inequity is reproduced, Bourdieu developed the term cultural capital to
reference implicitly and explicitly Jearned skills that position people in a
stratified society.® Implicit lessons take place in the home and directly
impact how social class is replicated through each generation, whereas
explicit lessons take place at school or in a structured educational setting.
Implicit lessons are more powerful as these are often multifaceted and ever-
present.** Over the past three decades Bourdieu’s theory has been expanded
and used extensively in education research with its focus on how stratified
societies stay so because of inherited cultural capital that ensures one’s
boundless or limited opportunities that regularly appear in embodied,
objectified, or institutionalized states. Today, cultural capital can be seen
as the resources people are given to help them move forward in life. Cultural
capital is essentially a survival kit and varies with cach educational envi-
ronment.

Cultural .capital is something everyone possesses. Rachelle Winkle-
Wagner describes cultural capital as a hand of cards. Different cards con”
tsl?en;t:r:ilcitlznggar};?csli;lililffeint e depending upon. thenle *
one’s success in one game or )e,’n " tural capital that may negate so™®
another game or environment 41Vl’Ir‘(})1nment - e GlSros Lick succeSShlqr;
is valued as capital in one com.mu 'us, cultural capital is contextual; W
tavelin 1nity may be worthless in another. When

g to a new place and entering a new culture, adapti ulture
, adapting to that¢

any dialogue cente



music, art, and food.* In t.he United States, most peop{eg;;fgtr}tzsetzztlz::l
affinities outside the'dommant Fult:are will develop cultural capital in the
dominant culture while they maintain their inherent cultural affinities. U.S
cultural capital is necessary to excel in the educationa] system or the vs./or.k-.
place. Cultural currency, in any given community, allows one to “talk the
talk and walk the walk.” Without this ability an individual may find him
or herself excluded by cultural power brokers from the inner circles of the
group.®

Cultural capital extends to dance, and can be readily evident in dance
aesthetics. When students are evaluated through aWeStCrn-informed Bilver
of what valued dance is, a Eurocentric hegemonic ideology is being applied.
As a result, some students conclude that the embodied knowledge, the cul-
tural capital that they possess, is not sufficient to move forward. What is
challenging to grasp for many, students, teachers, and educational admin-
istrators alike, is that to relinquish or neglect one’s own cultural capital has
ramifications that imp

act their relationship with all those with whom the
share culture. It is possible to negotiate cultural ca

cies. However, it is a challenging balance to achie
ciale as advancement in socio-economic status is t

pital in multiple curren-
ve and maintain,* espe-

ied to the cultural capital
of the dominant culture. It can be particularly difficult for young

who may not understand the complex and mutually exclusive cultur
It is now painfully

people
al codes.
clear to me that my interest in attaining cultural
currency in the dominant culture of the dance world alienated me from

the black community. More specifically, my studies in Western dance tech-
niques alienated me from African American vernacular dance, an embod-

iment of my cultural history and a means of relating to other members of
the black community (particularly black people outside the world of dance).
As a bi-racial woman raised by a white woman and treated by society as a
black woman, my inability to relate to the black community was a loss for
me. At times, I was unable to learn, thrive, understand, value, or share the
treasures of my cultural heritage. On many occasions, I was excluded and
unable to participate. Simply stated, I could not get out on the. dance floor
and “get down” with my people. Kinesthetic cultural experiences were
uncomfortable to me and I was embarrassed regularly due to my inability
to embody African American vernacular dance. It seemed that w}.nte,blac!g
Hispanic, and Asian people all expected me to embody a kinesthetic
Prowess for African American vernacular dances. However, my ballet and
modern dance teachers implicitly communicated to me that my cultural
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Dance Stereotypes
present, dance stereotypes are actiy,

: es are
ust as societal stereotyp .
withiJn dance schools, programs and departments. There are assumptiong

h as all dance students need ballet; white students are more suited to
suc more suited to urban fOrms

ballet than black students; students of color are
Such notions often impact the dance forms students are encouraged to
study and dance curricula designs at Jarge. «All men in dance are gay”isq

stereotype that serves t0 maintain a narrow and limited understanding of
masculinity and male identity throughout our socicty. The stereotype that
all black people can dance is alive and well, and not only is it untrue, it
discounts the years of training that dancers invest in their particular dance
form in order to be proficient. All of these ideas are stereotypes that impact,
either subconsciously or consciously, the way we educate students and even

the ways in which students learn. These stereotypes support a learning

process constructed through a hetero-normative, dominant cultural lens

that marginalizes and harms students.
Ballet is ensconced in American culture as high art. Ballet is not bad,

buti -

i t ltfhas Eeen used as a tool for white supremacy. I cannot count the num-
ero st(til . ents}{ have r’nct who have been told, “You are a great dancer, all
ou need is techni which i i ) _
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dance '1"}111isniccie::ln . pbraCtlce in order to obtain legitimacy in the world of
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uable

seachable moment. Address stereotypes directly. Asks student 1
the stereotypes how they operate, and if they can think of arj tz exP";m
Challenge students to investigate how Stereotypes can be baZm;;zlm fqe;‘
students o consider what happens when Stereotypes go unexaminec'l =
When we ignore the implicit micro-aggressions of prejudice we su})port

systems of oppression.

Culturally Informed Assumptions

As humans we are taught to read other people. This can be a benign
act of identifying a smile, or the pain in the eyes of a child who has fallen
down. Our ability to read others helps us to understand others each day,
and to be understood. Yet, it is all too common that someone misreads
another person. While teaching at a private, predominately white school
in New England, 1 found that a number of African American students
would downplay their dance prowess to counteract being “read” and
assumed to be great vernacular dancers. They shared concerns that in addi-
tion to the challenges of being accepted in a predominately white and intel-
Jectual community, now they would have to overcome being stereotyped
as a dancing body—and possibly dismissed as less intelligent. To avoid
me students would understate movements; choose not to
dance full-out; or dance in a mechanical manner to avoid embodiment of
an Africanist aesthetic “groove.” Instead, these students would exhibit a
held upright orientation and movement that contrasted to earthbound bent
knees. For the reader, these “readings” are ways of understanding the world;
as one looks closely, it becomes apparent that readings are inherently cul-
turally informed. To be sure, those outside a particular culture often lack
the knowledge to read a person or situation. Misunderstandings can impact

an educational process.
Examples of such misunder

such readings, so

standings can be found in education lit-

erature. In explaining the need for culturally relevant pedagogy, education
scholar Lisa Delpit describes a scenario in certain Native Alaskan com-
munities where children are taught not to speak to adults. Some teachers,
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interpretations.
In

Conclusion

In considering the research, theory, and lived experiences of people
outside the dominant culture, dance educators can reshape foundationa]
dance pedagogy and curriculum to be more student centered and culturally
relevant for the variety of educational environments where students learn
to express themselves through kinesthetic movement.

Culture is a lifeline for all people. Meaning is made through cultural
informants and reference points. These cultural informants act as building
blocks that people use to develop an understanding of the world. Thus cul
ture has a significant impact on the lens through which the world is seen
and understood. Research findings indicate that students learn more when |
pedagogy practices are culturally relevant. Culturally relevant teaching val- |
ues culture and is rooted in the belief that all children deserve to be edu- |

g;t:v(i;l:fosli};u ‘; :f::f:e::;kht;hey lclan relate. It is a})out being i{lcluded, j
sudentecultural heritass a,n Y; t ;r tfan exclu.ded. It is about valuing you! j
et tf};] - St:ld erefore, valuing your students. The mor® |
turally relevant teaching ex dents - I’H'OT'C. ?ffective they can be: e |
pands the possibilities for dance educators ©

reach all students, and, in so doing. d - ;
well as their physical well-being. B develop the creativity of student®®




