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Letter from the Editors

Dear dancers and teachers,

Welcome to Volume 10, Issue 2 of The IADMS Bulletin for Dancers & Teachers. We are
delighted to continue developing this publication as a space where research and practice
meet, and where evidence, professional experience and the artistry of dance can inform one
another.

A central question for us as editors is how best to balance the presentation of research
evidence with its practical application. We want the Bulletin to offer accessible insights and
resources that readers can take into their studios, classrooms and rehearsal spaces. Yet
meaningful application sometimes requires us to look more closely at the research itself:
how knowledge has been generated, what the findings can tell us, and where the limitations
of the evidence lie. As editors, we believe strongly that if we are to adopt research-informed
ideas into our dance practices, we need to exercise critical judgement as to what might be
appropriate for our own contexts.

This issue offers several opportunities to explore that relationship between evidence and
application. We would particularly welcome your feedback on how we are striking this
balance. It is not our aim to be a research publication, but we want to know whether you find
the research detail useful in helping you decide what is and isn’t useful for your work? Or are
you more interested in the application ideas we provide with just enough research context to
aid your understanding? Your perspectives will help us to continue to shape the Bulletin in
ways that are meaningful and useful to our readership.

We are very pleased to introduce a new feature in this issue. We warmly welcome Gigi
Berardi, book review editor of the Journal of Dance Medicine & Science since its inception,
and previously founding editor of Kinesiology and Medicine for Dance. Gigi is an esteemed
member of the dance science and education community, whose review of Research Methods
in the Dance Sciences considers the value of this wide-ranging resource for students,
educators, researchers and practitioners. We hope this addition will open up further
opportunities to share books and other resources that support learning across our
community.

This issue brings together contributions that explore physical health, psychological
wellbeing and more inclusive approaches to dance practice, education, training and
performance. Although the articles address different topics, each invites us to consider how
research can inform the decisions we make and the conditions we create for dance practice
to flourish.

In Creating Conditions to Thrive: Trauma-Informed Practices for Dance Education, Rebecca
Gose explores how trauma can influence attention, emotional regulation, relationships and
readiness to learn. The article reminds us that creating conditions for dancers to thrive
involves attending to the whole person, while recognizing the boundaries of our professional
expertise.
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Imogen Aujla and Stacey Green share findings from research exploring racial discrimination
and wellbeing among dance students in The Representation and Equity in Dance (RED)
Project: Enhancing Racial Equity in Dance Education. Their work highlights the relationship
between exclusion, unequal treatment and poorer wellbeing for Global Majority dancers, with
practical tools and reflective questions to help teachers and dancers examine
representation, challenge assumptions and take action towards more equitable training
environments.

Peta Baillie’s Do Calf Rises Every Day Really Keep the Doctor Away? A Practical Guide to
Chronic Ankle Injury Prevention translates research on ankle health into accessible guidance
for dancers and teachers. The article explores chronic ankle instability, the importance of
appropriate rehabilitation, and how the quality of single-leg heel rises can offer valuable
information about injury risk.

Finally, in our new book review feature, Gigi Berardi appraises Research Methods in the Dance
Sciences, edited by Tom Welsh, Jatin P. Ambegaonkar and Lynda Mainwaring. The review
highlights the breadth of this resource, from research design and methodology to
interpreting findings and translating evidence into practice. It is a fitting addition to this
issue, reinforcing the importance of research literacy across dance education, science and
professional practice.

As we continue to develop the Bulletin, we invite you to read, question, experiment and
reflect. Try out the ideas and resources that resonate with your practice, consider what the
evidence might mean in your own context, and share your experiences with us and with one
another. Your feedback, questions and contributions are an important part of making this a
genuinely collaborative space for learning.

We look forward to continuing the conversation with you.

With very warm wishes,

Elsa Urmston PhD, MSc, PGCAP, SFHEA

Sue Mayes AM, PhD, B.App.Sci(Physio), PGDip (Sports Physio), APAM
Jia Xi Lee MSc

Joan Liu MA MS
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Creating conditions to thrive:
Trauma-informed practices for dance
education

Rebecca Gose, MFA

Rebecca Gose is Professor of Dance at the University of Georgia, US with a professional
performance background whose expertise lies in dance education. She explores aspects of
the dance learning environment through scientific and somatic perspectives including motor
learning and wellness. She is also an active choreographer and certified yoga and
mindfulness teacher.

Reader notice: This article discusses trauma, its impacts in the dance education context, and
strategies for creating trauma-aware spaces for dancing and dance learning.

Context and Rationale

Although the dance studio is a place for learning movement, refining technique, and
preparing for performances, as teachers and students, we bring our full selves and the
context of our lives into the classroom each day. In recent years, growing awareness of
adolescent and young adult mental health concerns, including trauma and adverse
childhood experiences (ACEs), has encouraged many researchers and educators within the
dance community to think more deeply about how these experiences influence learning and
participation.

Dance educators and their students often observe that meaningful engagement in class
depends on capacities such as focus, memory, readiness to learn, and the ability to connect
and collaborate with others.? Students may recognize moments when these capacities feel
readily available and others when they are more difficult to access. For some individuals, the
effects of trauma can make learning, social engagement, or self-regulation especially
challenging. In any given class, however, a student may exhibit a diverse range of behaviors
and/or emotions for any number of reasons, which may or may not include trauma. It is
helpful to remember that as teachers we must remain within our scope of expertise while
striving to be inclusive and adaptable in our pedagogy to help all learners succeed. As
Schwartz and colleagues note, “dance is a somewhat unique form of physical movement, in
that dancers must connect to their bodies and acknowledge their movements in complex
ways. It brings up emotions and triggers, sometimes ones the dancer is not ready to
confront.”*%3%) By continuing to learn from both research and lived experience, dancers and
educators can work to cultivate trauma-sensitive environments where students feel safe,
supported, and able to learn, grow, and thrive.

Research Summary

My interest in trauma-informed practices grew out of my lived experiences as a dance
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educator with a growing curiosity about how the needs and experiences of individuals
affected by trauma were being recognized and addressed within dance education. | explored
the literature and research about trauma and its related concepts including arousal and
attention, shame and anxiety, concepts of moral and cultural safety and mindfulness, as well
as existing trauma-informed practices in dance and education. This illuminated connections
between trauma, learning and dancing.*” These findings can serve as starting points for
reflection and conversation among teachers and students seeking to better understand the
relationship between trauma and dance.

What is trauma?

The American Psychological Association defines trauma as “Any
disturbing experience that results in significant fear, helplessness,
dissociation, confusion, or other disruptive feelings intense enough to
have a long-lasting negative effect on a person’s attitudes, behavior, and
other aspects of functioning” "

Trauma is complex and can take many forms. It may be acute or chronic, simple or complex,
individual or collective in nature. Experiences such as natural disasters, abuse, war,
discrimination, community violence, serious illness, or injury can all contribute to trauma.
Research has shown that childhood trauma is a significant risk factor for many of the
leading causes of illness, mortality, and reduced quality of life in adulthood,” and more than
two-thirds of children report experiencing at least one potentially traumatic event by the age
of sixteen years.™

Although each person's experience relative to trauma and its effects is unique, several
themes consistently emerge across the trauma literature.

Some Common Characteristics of Trauma

e Trauma is subjective. Exposure to a difficult event alone does not determine whether
trauma occurs; the individual's experience and response matter.

e Trauma can have lasting effects. Its impact may be felt long after an event has
occurred and can influence one’s experiences across the lifespan.

e Trauma can influence cognition, emotion, and physical well-being. These effects
may vary considerably from person to person.

e Trauma is embodied. Trauma can create physiological symptoms such as chronic
muscular tension, nervous system dysregulation, and gut-brain miscommunication.
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e Trauma can affect learning. Attention, memory, concentration, and readiness to learn
may, at times, be more difficult to access.

e Trauma is associated with increased vulnerability to risk-taking behaviours. These
include substance abuse and other health-related risks.

e Our understanding of trauma continues to evolve. Researchers increasingly
recognize the importance of cultural context and the need to better understand how
trauma is experienced across diverse communities and identities.

Application of Research Findings to
Practice for Dancers and Dance Educators

From what researchers currently understand about trauma'' and the three main areas
discussed in the original study on which this article is based, some practical takeaways for
dance teachers and students to consider are suggested below, beginning with the
foundational concept of arousal.

Arousal in the Dance Class

As most teachers have likely observed, arousal is a central player in the dance class; it refers
to an individual’'s emotional and physical regulation in response to a stimulus, and affects
the individual’s attention, motivation, and more. It is also a foundational factor in those who
have experienced trauma, affecting those same abilities around focus, alertness,
engagement in activities, and also a student’s sense of safety. The windows of tolerance
model,'? as depicted in Figure 1, is a helpful way to consider the different levels of arousal
that teachers may see and that students may experience: hypoarousal, hyperarousal, and a
middle level where an individual is optimally regulated. Although everyone’s arousal state
fluctuates, difficulty maintaining a regulated state is more common for those affected by
trauma.
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Note: None of these zones are bad. They are simply nervous system states. The skill
is learning to notice where you are and finding strategies that help you move toward
your readiness zone when needed.

Figure 1: Window of Tolerance Model. (Adapted from Siegel, 1999)'2

Students may often perceive dancing as having an emotionally and/or physically regulating
effect. However, they might also feel that it further dysregulates them if they already feel a
bit above their window. And if a student is feeling below their window, engaging physically or
simply staying present and concentrating might be particularly challenging. However, tools
and strategies can have a positive impact on these challenges, such as orienting to time and
space, connecting to and specific ways of harnessing our breath, and using muscle
activation (see Figure 2 Strategies for Regulating). Although as teachers we cannot directly
change a student's level of arousal, one question worth considering is how the dance
environment can support students when they need opportunities for self-regulation or
different ways to engage.
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- 2. Orient to time and place
MOVlng out Of hyperarousal Look around, name five objects, and their color; if you

can, go touch each one.

1. Name and Release 3. Box Breathing

Name the emotion you're feeling ("I'm feeling frustrated"). Repeat several times: Inhale for 4 counts (or less if not manageable),

Imagine you are holding that feeling in your fists, squeezing them  hod for 4 counts, exhale for 4 counts. Hold for 4 counts.

tightly, then slowly open them to physically and metaphorically

let it go. Repeat a few times, try with different body parts 4. Bilateral Stimulation

(shoulders, legs). Cross your arms, hands on opposite shoulders (or on thighs if
sitting); alternate tapping.

WINDOW OF TOLERANCE
° f l 3. Imagery
MOVlng Out (0] hypoarousa Use the image of a propeller on a boat where its rotating action
produces energy and fgrward thrust. Imagine a propeller turning
1. Focus and connect deep in your center which is energizing you from within.
Focus on expanding 1}170u1r breathing (via your diaphragm) as it
expands your ribs. Then imagine your whole body is breathing, 4. Make a social connection
expanding it into your kinesphere (the space around you). Eye contact, conversation, or interactive improvisation.
2. Muscle activation . . 5. Self-talk strategies
Do some wall push-ups or isometric muscle engagement against Have a phrase on hand that you can repeat to yourself that either
the wall from a push-up position. reminds you of something pleasant, or that boosts your calm

confidence.

Figure 2: Strategies for Regulating

Focusing Attention for Better Regulation

The dance class often invites various forms of attention, as in Figure 3, including internal
focus (bodily sensations, movement patterns), external focus (other dancers, the floor,
surrounding space, and the music) and dynamic interactive focus (focusing specifically on
dynamic, interactive relationships between internal and external stimuli such as the feet and
the floor or dancers to one another). For some individuals affected by trauma, these different
forms of attention may be experienced in unique ways. Teachers and students alike may
notice that while attending to bodily sensations can be helpful and grounding for some, it
can feel uncomfortable or overwhelming for others or in other contexts. In these moments,
shifting attention outward - to the music, imagery, spatial relationships, or connections with
others - may offer another avenue for engagement and regulation.
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Internal focus of attention examples:
e Breath
e Heart rate
» One’s own body, its parts, their relationships

External focus of attention examples:
« The floor
o The music
 Other dancers
o The windows, walls
+ The space around the body

Dynamic interactive focus of attention examples:
» One’s relation of one’s feet to the floor (grounding)
» Engaging with one’s kinesphere
» Engagement of one’s body to the rhythm of the music

Figure 3: Types of Focus of Attention
Applying Mindfulness

Mindfulness is one approach that many educators have explored as a way of supporting
attention, awareness, and self-regulation. Research suggests mindfulness practices may
contribute to greater resilience, self-awareness, and well-being for some individuals,
including dancers.”™"* Within dance settings, teachers often apply mindfulness in many
ways, including activities that encourage present-moment awareness, curiosity rather than
judgment, acceptance of experience, and non-attachment.’

Many teachers may also find that incorporating moments of mindfulness into class can help
normalize self-regulation as a regular part of the learning process rather than as something
that occurs only when difficulties arise. Dancers, in turn, may begin to recognize patterns in
their own attention, energy, and responses, developing greater awareness of what helps
them feel focused, engaged, or grounded in class. Meditation is one form of mindfulness,
often involving focused, non-judgmental attention on an anchor such as the breath. Other
approaches might include slowing down movement or daily actions to notice internal
sensations, external cues, and patterns of attention with greater awareness and curiosity.
They might also create routines or rituals around practices of gratitude or non-attachment.

For some individuals, these practices may support a stronger connection to the present
moment and provide opportunities to notice and respond to their experiences more
intentionally. For teachers, students, and dancers of all levels, mindfulness can offer a
shared language for talking about attention, presence, and self-regulation within the dance
environment. The practical ideas detailed in Figure 4 offer examples of how mindfulness
principles might be incorporated throughout different phases of a dance class. Rather than a
prescribed set of strategies, they are intended as possibilities that teachers may adapt to
their students, context, and teaching philosophy, and that students may explore to discover
what best supports their own learning and well-being.

9



The IADMS Bulletin for Dancers and Teachers Volume 10 Issue 2, 2026

Integrating Mindfulness
into the Dance Class

»

Use activities and exercises with a “pause then move’
pattern or score. Suggest the option for

students to purposefully pause in a phrase, or an
improvisation both before they begin or during

the movement to consider what they are thinking/feeling.

Harness a simple gratitude practice, using it as the
subject for a movement exploration. Attribute
movements to parts of a gratitude statement, and use
improvisatory tools to expand and manipulate it.

Invite internal non-critical observations
and the chance to practice non-reactivity.

Work with a partner, each considers a challenge
they are currently facing. What is the
architecture/shape of that challenge? Create a

movement nugget: How does it move? How do At an opportune point during class, ask students to come
you shape it? Partners teach each other their up with 2 observations and 1 question about their practice
movement nuggets and must then build and (e.g., I did not use the correct leg in the middle of the
expand it to make it their own (how do you take sequence; I thought about a recent correction during the

practice; how can I do that movement with a sharper
attack?) to build habits of observation and curiosity over
judgment.

what you have been given and create
something novel and interesting from it?).

Figure 4: Integrating Mindfulness
Shame-Resilient Pedagogy

Shame is an emotion that manifests as feelings of failure, inadequacy, being exposed, or
weakness, and can worsen social anxiety. It is closely linked to trauma, in that the distress
and threat generated by a traumatic experience can become directed inward, leading people
to view themselves as flawed, damaged, or unworthy, rather than simply understanding the
traumatic event as something that happened to them.'® Studies have shown that ACEs
(adverse childhood experiences) are associated with shame-based self-beliefs as well as
anxiety symptomes, resulting in lifelong struggles with negative assessments of self-worth."’
Although the reasons are not clearly understood, studies have shown that dancers have a
higher rate of PTSD than the general population and higher levels of shame than other
athletes.” Thus, strategies that focus on self-esteem, resilience, belonging, and the idea that
students have agency for change in helping mitigate the effects of shame may be
appropriate. Reflecting on the following research-based reflective prompts and classroom
ideas may further support teacher practices:

10
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A Teacher Framework for Reflecting on Shame Resilience in the Dance Class

1 | Reflect: How might you incorporate self-talk practices during the dance class that are
aimed at positively reframing any unwanted current self-beliefs?

Try: Ask students to reframe an unwanted thought or dialogue, by changing or replacing that
thought with a neutral or more positive one. This can be done alone or in partners - it may be
most helpful for them to write down the unwanted beliefs and then edit them, so they can
visually track the editing process.

2 | Reflect: Consider both the challenges and opportunities to integrate empathy and social
connection, which have been shown to help with experiences of shame, into the dance
class.

Try: Utilize creative ways to make social connection integral to the class format, such as
regular short pair and shares, setting up “teams” or “tribes” that work together and carry out
frequent check ins with one another, or creating a “dance buddy” system, so everyone has a
peer to connect with throughout the term.

3 | Reflect: Consider how the use of imagery and metaphors might help nurture and
reinforce positive experiences and identities.

Try: Ask students to develop an enduring image of a positive experience they’'ve had or a
metaphor that represents a positive concept, so that they can refer to it over time. Examples
could include creating a mental “snapshot” of a moment of success, pride, or
accomplishment, or other positive feeling from personal experience. Title it and use it as a
touchstone memory to return to regularly. Conjure up and regularly refer to a specific
image/metaphor from nature such as a bamboo tree, which is flexible and rarely breaks
(signifying resilience); a sunflower, a plant that always follows the light as it grows
(signifying always turning toward positivity); a rainforest, where each creature and plant
serves a valuable and unique purpose and contributes to the health of the whole (signifying
uniqueness and interdependence).

4 | Reflect: Give thought to coping strategies, their relation to learning, and how they might
be relevant for the dance learning environment.

Try: Consider creative coping strategies such as renaming/reframing an experience,
suggesting students use a curiosity journal, where they rephrase and reframe self-
judgmental thinking into descriptions of curiosity and mindfulness about situations they
encounter.

5 | Reflect: How do you weave a culture of self-compassion into the learning process and

11
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class structure?

Try: Explore how your teacher “script” or narrative during class can include examples for
how a student might think or self-talk about their efforts in class. For example, you might
say, "As you work on this new material, you may try to give yourself some grace, saying to
yourself: ‘I can do hard things!’, or ‘This may take some effort to get there, but | can already
feel progress on this material.’

Reflect: Consider how your students respond to leadership opportunities in your classes.

Try: In group and partnered activities, focus on fostering connection and competence, and
trade leaders often with micro-leadership opportunities as well as larger leadership roles.

And, for dancers, the following reflective prompts can help you focus on positive skills with
opportunities for building empowering habits:

Reflections for Dancers on Shame Resilience

1.

Focusing on Self-Esteem: | am worthy; | am enough.
e When have you felt proud of yourself for reasons beyond an external achievement?
e What personal qualities would a trusted friend or family member describe as your
greatest strengths?

Focusing on Self-Compassion: | am kind to myself.
e What kind words or encouragement do you need to hear from yourself right now?
e What does being “good enough” look like in this moment?

Focusing on Belonging: | feel connected.
e When do you feel most connected to your dance community?
e What qualities in others help create a sense of comfort and belonging for you?

Focusing on Body Appreciation: | am respectful of my unique body.
e How has your body supported your goals this week?
e What do you appreciate about your body's strength, adaptability, or resilience?

Focusing on Resilience: | am capable of growing through challenges.
® How has a challenge helped you grow as an artist or person?
e What coping strategies help you regain balance when you feel overwhelmed?

Viewing Trauma Within a Larger Frame

In recent years, many dance educators have expanded conversations about wellness beyond
physical health alone. While dance wellness research has historically focused on physical
dimensions of training and injury prevention, there is growing recognition that well-being is
shaped by multiple, interconnected factors.'

Teachers and students alike may recognize that our experiences do not exist in a vacuum.

12
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The ways we move through the world are influenced by our identities, relationships,
communities, opportunities, and challenges. These broader social contexts can shape how
we experience learning, belonging, stress, and well-being. As educators continue to explore

wellness through a more holistic lens, trauma has become an important part of the
conversation.

Looking at trauma as a dimension of wellness, and considering wellness within the context
of equity and inclusion, can offer a broader understanding of the experiences that students

bring into the dance class (see Figure 5 below). It invites teachers to remember that learners
arrive with different histories, strengths, stressors, and resources.

This broader framework encourages an appreciation for how personal experiences interact
with larger social systems and environments. From this perspective, trauma-informed

practices become one way of supporting learning, participation, and well-being within a more
inclusive dance community.

A Reimagined Wellness Wheel
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Figure 5: A Reimagined Wellness Wheel
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In considering this reimagined wellness wheel model, reflecting on these prompts can help
us as teachers focus our thinking and our actions. Use the space here to record your
thoughts:

Reflections for Teachers
How might social context influence a situation or dynamic | encounter?

How might | be acting on beliefs, values, or assumptions that are unrelated to this moment?

Where do | need to increase my competence around social context?

How am | recognizing and responding to issues of inequity in my own practice, my pedagogy,
and my community?

14
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For students applying this model, the following questions can elicit ways to approach your
dance class, your thinking, and your actions. Use the space here to record your thoughts:

Reflections for Students and Dancers:

How might social context be shaping my experience of this moment?

What assumptions might | be making about myself or others, in a given situation?

What helps me feel respected, valued, and safe enough to learn, take risks, or make
mistakes?

Are there parts of my identity or experience that influence how I interpret what happens
during class?

How might my actions, words, or responses affect the sense of belonging and safety of
others in this space?

15
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Tools and Resources

Additional suggestions for a trauma-sensitive or trauma-informed classroom, detailed in
Figure 6, address critical aspects of a student’s lived experience and potential stressors,
such as hypervigilance and arousal, the need for consistency and routine, safety, and
consent.

Widening | the Green Zone

Normalize the concept through dialogue Find opportunities to explore and
create without being witnessed by
others

Be predictable; give clear notice about changes

Practice voluntary,
ritualized community
check-ins at the beginning
and end of each class

Maintain visible exits; stay within a student’s
peripheral vision

Figure 6: Widening the Green Zone

As teachers, we cannot ensure that any practice we employ will result in regulating our
students. However, we can work to create optimal environmental and interpersonal
conditions and settings that can help to facilitate improved regulation. Toward this effort, it
may be helpful to reflect on some of the specifics of our own practices:

Reflections and Invitations

We invite you to reflect on your own trauma-sensitive pedagogy, using the following prompts
to stimulate thinking and further dialogue:

e How much agency do | provide students in the dance class?

e How clear are my goals and objectives?

e How do | communicate a realistic optimism about my students’ ability to achieve their
goals?

o How often do | check in with students?

e How do | foster empowerment with my students?

16
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e In what ways am | consciously building trust and reliability with my students?

e How am | using curiosity and inquiry to check my own assumptions and implicit biases
when observing and communicating with students?

Conclusion

Teachers see that dancers bring themselves along with their past and present, their
challenges and their assets into the dance class each day. Equipped with knowledge about
how trauma shows up and their willingness to expand classroom culture and norms,
teachers are helping students to stay more regulated and feel safer in the dance class so
that they can have a more enjoyable and successful learning experience. Although while not
qualified to serve as therapists or counselors in any way, dance teachers are in a uniquely
valuable and important position to offer a positive, safe, self-esteem building learning
environment for all young dancers, including those who have experienced trauma.

Original Article

Gose R. Dancing within windows of tolerance: Considerations for a trauma-informed
pedagogy for dance education. J Dance Educ. 2025;25(4):402-412.
https://doi.org/10.1080/15290824.2024.2403765

Further Reading

Thomson P, Jaque SV. Risk and protective factors in dancers exposed to trauma. J Dance
Med Sci. 2025;29(2):98-105. https://doi.org/10.1177/1089313X241273880

This study looked at both risk factors as well as protective factors in 292
pre-professional/professional dancers with (or without) PTSD (post-traumatic stress
disorder) and with (or without) trauma exposure. In this descriptive study, researchers found
that 66% of the participants had been exposed to a traumatic event, and of that subgroup
32% had a diagnosis of PTSD. Dancers exposed to trauma and who also had PTSD had
significantly more challenges with emotional regulation, engaged in more emotion-oriented
coping under stress (self-focused emotional responses to stress), had increased depression,
trait anxiety, and cumulative trauma. Despite the differences of trauma exposure or PTSD
diagnosis, no differences were evidenced in the dancers’ ability or tendency to engage in
flow (a state of optimal focus, arousal and challenge). Thomson & Jacques’ study also
acknowledges what has been asserted elsewhere; that the dance environment is potentially
a place of stress and even trauma. However, it can also be a place where flow-like
experiences are promoted, which, in turn, can potentially mitigate effects of trauma.
Recommendations, in addition to building more awareness of trauma, included that dancers
may need to learn stress management, increase their tolerance of negative emotions, and
employ task-oriented coping strategies, or ways to directly address problems/challenges,
along with social support and nurturing a sense of belonging.

17


https://doi.org/10.1080/15290824.2024.2403765

The IADMS Bulletin for Dancers and Teachers Volume 10 Issue 2, 2026

References

1. Borowski TG. How dance promotes the development of social and emotional
competence. Arts Education Policy Review. 2023;124(3), 157-170.
https://doi.org/10.1080/10632913.2021.1961109

2. Krasnow D, Wilmerding V. Motor Learning and Control in Dance. Human Kinetics; 2015.

3. Schwartz TA, Page AD. Dance and the violated body: Trauma-informed frameworks for
dance in non-clinical settings. J Dance Educ. 2024;24(4):330-340.
https://doi.org/10.1080/15290824.2023.2183503

4. Treleaven DA. Trauma-Sensitive Mindfulness. W.W. Norton & Company; 2018.

5. Jennings PA. The Trauma-Sensitive Classroom: Building Resilience with Compassionate
Teaching. W.W. Norton; 2019.

6. Gose R, Abraham A. Looking beyond the binary: An extended paradigm for focus of
attention in human motor performance. Exp Brain Res. 2021;239(6):1687-1699.
https://doi.org/10.1007/s00221-021-06126-4

7. Quin E, Rafferty S, Tomlinson C. Safe Dance Practice. Human Kinetics; 2015.

8. American Psychological Association. Trauma. American Psychological Association.
Accessed September 8, 2026. https://www.apa.org/topics/trauma

9. Felitti VJ, RF Anda. The relationship of adverse childhood experiences to adult medical
disease, psychiatric disorders and sexual behavior: implications for healthcare. In:
Lanius RA, Vermetten E, Pain C, eds: The Impact of Early Life Trauma on Health and
Disease: The Hidden Epidemic. Cambridge University Press 2010:77-87.

10. Substance Abuse and Mental Health Services Administration. Child trauma. SAMHSA.
Last updated March 27, 2026. Accessed July 12, 2026.
https://www.samhsa.gov/mental-health/trauma-violence/child-trauma

11. Substance Abuse and Mental Health Services Administration. SAMHSA’s Concept of
Trauma and Guidance for a Trauma-Informed Approach. HHS Publication No. (SMA)
14-4884. Rockville, MD: Substance Abuse and Mental Health Services Administration;
2014. Accessed August 25, 2026. hhs.gov.

12. Siegel DJ. The Developing Mind: Toward a Neurobiology of Interpersonal Experience.
Guilford Press; 1999.

13. Blevins P, Moyle G, Erskine S, Hopper L. Mindfulness, recovery-stress balance, and
well-being among university dance students. Res Dance Educ. 2021;23(1):142-155.
https://doi.org/10.1080/14647893.2021.1980528

14. Brown KW, Ryan RM. The benefits of being present: Mindfulness and its role in
psychological well-being. J Pers Soc Psychol. 2003; 84(4): 822-848.
https://doi.org/10.1037/0022-3514.84.4.822

15. Massarelli L, Petsilas P. The way out is in (Thich Nhat Hanh): Cultivating awareness
through meditation for dancers. The IADMS Bulletin for Dancers & Teachers 2026; 10(1).
Retrieved from https://bulletin.iadms.org/index.php/iadms/article/view/1282

16. Lopez-Castro T, Saraiya T, Zumberg-Smith K, Dambreville N. Association between shame
and posttraumatic stress disorder: A meta-analysis. J Trauma Stress.
2019;32(4):484-495. https://doi.org/10.1002/jts.22411

17. Thomson P, Jacque SV. Shame and anxiety: The mediating role of childhood adversity in
dancers. J Dance Med Sci. 2018;22(2):100-08.

18


https://doi.org/10.1007/s00221-021-06126-4
https://www.apa.org/topics/trauma
https://www.samhsa.gov/mental-health/trauma-violence/child-trauma
https://doi.org/10.1080/14647893.2021.1980528
https://bulletin.iadms.org/index.php/iadms/article/view/1282

The IADMS Bulletin for Dancers and Teachers Volume 10 Issue 2, 2026

https://doi.org/10.12678/1089-313X.22.2.100
18. Wilmerding V, Krasnow D. Dancer Wellness. Human Kinetics, Inc; 2017.

Acknowledgements

Graphics: Audrey Enghauser

19


https://doi.org/10.12678/1089-313X.22.2.100

The IADMS Bulletin for Dancers and Teachers Volume 10 Issue 2, 2026

The Representation and Equity in
Dance (RED) project: Enhancing racial
equity in dance education

Imogen Aujla, PhD and Stacey Green

Imogen Auijla is a freelance dance psychology specialist from Dance in Mind. She works
across three main areas: research, psychological coaching for individuals and groups, and
education. Imogen’s main focus with her work is mental health promotion, helping dancers
develop the skills they need to flourish on and off stage.

Stacey Green is the founder of the TIRED Movement (Trying to Improve Racial Equality in
Dance). She has dedicated her career to empowering people through education, dance, and
meaningful conversations that inspire change. Stacey is a member of the Equality, Diversity
and Inclusion Advisory Board of the Imperial Society for Teachers of Dance (ISTD).

Context and Rationale

Equity, diversity, and inclusion have gained increasing attention in many areas of society,
including dance, in recent years. Many discussions about representation and racial equity
have taken place in the dance industry, but action for real change has been limited. This
issue is worsened by a lack of specific research evidence about racial discrimination in
dance.

Anecdotal evidence highlights the unique challenges that Global Majority dancers face, such
as perceptions about ideal body shapes and stereotypes that influence casting. For example,
Global Majority dancers have described being cast in “exotic” roles rather than as the
“princess.”’ These views stem from ballet's dominance as the “high art” of dance, which
implies that Whiteness is standard?, universal, and neutral. The roles of Global Majority
dancers in shaping different dance genres are often overlooked.?

Individual accounts of racist experiences reveal that Western dance training can negatively
affect the self-esteem, motivation, and ambitions of Global Majority dancers.* However,
research on these effects has been limited until recently.

Stacey Green founded the TIRED Movement specifically to address the above challenges.
She was tired of having the same conversations over and over again, with few real actions
being taken. Stacey discussed her ideas with Imogen, an independent researcher with a
commitment to inclusion in dance. To tackle the inaction in the dance world, the TIRED
Movement launched the Representation and Equity in Dance (RED) research project to
provide data that can lead to positive change by exploring two main objectives:

1. The effects of the lack of equity and representation in dance education on Global
Maijority dance students.

2. Create and test a framework to improve equity and inclusion in dance training.
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The project supports TIRED’s goal to enhance access and inclusion in dance and improve
representation in the industry.

This article summarizes the main findings from the project and offers some practical tools
for dancers and teachers to use in the studio. Racism can appear at both individual and
organizational levels, and we hope that readers will feel inspired to take steps to make
positive changes in their own settings. White dancers and teachers can become active allies
by exploring the tools and resources presented in this article to support and advocate for
Global Majority dancers across the industry.

Research Summary

TIRED teamed up with nine dance colleges in the UK for the RED project. While the focus
was on Global Majority dancers, White dancers were also included to highlight how tackling
racism is a shared responsibility. With 150 dancers (Global Majority 26%; White 74%)
completing a survey about dancers’ experiences of racial discrimination and their mental
health, we found that discrimination, particularly exclusion and rejection, is strongly related
to lower wellbeing among Global Majority dancers. Feeling ignored (e.g., views being ignored
in a group), being excluded (e.g., not being chosen for pair or group activities), and being
treated unfairly or made to feel different (e.g., being criticized more often than White
dancers) were strongly related to lower wellbeing amongst Global Majority dancers. Even
with the same ambitions as White dancers, Global Majority dancers expected to encounter
more barriers when entering the profession due to systemic biases and discrimination. The
negative impacts of discrimination include experiencing poorer life satisfaction, lower body
appreciation, negative self-perceptions of ability, and poorer relationships with others.

Nineteen dancers (Global Majority 8; White 11) took part in a series of focus groups,
discussing experiences of discrimination as well as how they coped with discrimination in
dance and suggestions for change. The focus groups confirmed and supported the survey
results. We found that:

e Teachers and peers exclude Global Majority dancers and treat them differently from
White dancers:

‘I just feel like they're picking on me, like, everyone else will make a mistake, but then
when | make a mistake it's like, “Oh, why didn't you practice?... There were other
people around me going wrong, but [teacher] didn't say anything about them.”

e White peers suggested that casting decisions were based on skin color rather than
talent:

‘I felt really invalidated, that I'd worked so hard this whole year, and then went
through a really difficult audition process, and made it through, to be told it's only
because you look different, like, it's nothing to do with your dance abilities.”
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e Teachers making learning activities and casting decisions based on stereotypes:

“[the script] was very stereotypical ghetto... | don't feel comfortable doing it."

From these findings, we learned that experiencing discrimination leads to self-doubt,
isolation, and lower confidence. Dancers often hesitated to report incidents, as they were
unsure if action would be taken.

Overall, the RED findings show that racism exists in dance training and affects Global
Majority dancers’ psychological wellbeing and mental health. During the final phase of the
project, we aimed to create a framework to improve racial equity in dance training. Although
data from pilot testing of the framework is not yet published, the framework is available
through TIRED Connect, a platform that connects people and organizations, shares
knowledge, and supports the TIRED Movement.

Application of Research Findings to
Practice for Dancers and Teachers

Western dance training often treats White practices as normal and universal®. This appears
in course content, syllabi, and teaching and assessment methods. The first step towards
racial equity in the dance training environment is to be aware that Whiteness may be
perceived as more important or superior to other cultures.® For instance, when discussing
the “ideal body” in dance, it usually means a White balletic body, which can exclude Global
Majority dancers.® Understanding the multiple ways in which Whiteness pervades dance
training provides an important context for the other suggestions and tools in this article.

Before you explore the tools and resources in this article, we invite you to pause and reflect:

Whose histories, bodies, and artistry are reflected in your curriculum or syllabus?
Which aesthetic lens sets the standard for technique, feedback, and assessment in
your setting?

e Does that lens give every dancer an equal starting point?
Are Global Majority dancers included within that standard, or measured against it
from the outside?

These questions are not easy, nor are they meant to be answered in a single sitting. They are
offered as a starting point for the practical tools that follow, and we hope they help you read
the rest of this article not as a checklist but as an invitation to notice, question, and perhaps
begin to shift what happens in your dance setting. Your reflections can lead to open
discussions with colleagues, dancers, and students about stereotyping, microaggressions,
gaslighting, and allyship, and conversations about what terms like equity and inclusion mean
can be equally productive and eye-opening. A glossary is provided at the end of this article.

The supplementary material, courtesy of The IADMS Bulletin Editorial Team, may be printed
as posters for your studio or workspace, and we also invite you to listen to the ResDance
podcast episode hosted by Dr Gemma Harman which offers further insights from the
authors around racial equity in dance. While those facilitating these discussions may need

22


http://www.tiredconnect.com/
https://open.spotify.com/episode/5WUlH2tuyfZu0Ncr1Zmbxe?si=02a9e42eaba54784

The IADMS Bulletin for Dancers and Teachers Volume 10 Issue 2, 2026

further training to hold these spaces sensitively, such conversations can help White teachers
and dancers better understand the practical recommendations highlighted in this article.

Tools and Resources

Tackling racism can feel overwhelming and may leave us feeling powerless, but the
following tools offer a starting point for dance teachers and dancers to begin embedding
racial equity into training environments. These strategies include rethinking how dancers are
grouped for tasks and assignments, ensuring uniform inclusivity, understanding or
establishing zero-tolerance policies against racism, and facilitating access to mental health
support.

Grouping Dancers for Tasks

Dancers Teachers

e Think about who you're choosing to e Think about how dancers are grouped
work with. for tasks.

¢ Choose someone you've never worked | o Take full ownership of grouping

with before. dancers to encourage interaction and

collaboration focused on a common
goal or task.

e Change groups regularly to facilitate
further interactions.

Uniform Inclusivity

Dancers Teachers

e You should have the option to choose e Update uniform requirements to include
dancewear that suits your skin color skin-tone matching dancewear if you
and body type. do not already do so.

e You should be allowed to keep your e Consider adopting the Halo Code
natural hair and manage it accordingly (www.halocollective.co.uk), which aims
in a way that will not be obstructing to address hair-based discrimination.
your dance practice.

Zero Tolerance Policy

Dancers & Teachers, A Shared Responsibility
e Have a clear zero tolerance policy and reporting procedures.
e All dancers (both Global Majority dancers and White dancers) are encouraged to
engage with the policy and learn about reporting procedures.
e Take action following racist incidents:
o Be explicit on what is and isn't acceptable behavior in your setting.
o Clarify how unacceptable behaviors will be dealt with.
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Encourage the use of tools by which dancers can explain to each other why certain
language or comments are unacceptable. McCarthy-Brown suggests the following

protocol.®
o I heard you say

and it made me feel

o Thank you for letting me know what you heard and how it made you feel. | receive
your words and feelings. | am going to think through this today and moving

forward.

Signpost Dancers to Mental Health Support

Dancers

Teachers

Seek professional mental health
services (e.g., in-house counselor or
psychologist).

Check with teaching or administrative
staff if you're unsure how to access
such services.

Dancers may see you as a safe person
to talk to after a racist incident. Don't
assume they know who else to
approach or where to find support.
Instead, try to listen with respect and
without judgement, being mindful not
to offer unsolicited personal advice.
Help dancers access mental health
services but remember to stay within
your area of expertise. For example,
you could help them make an
appointment with an in-house
counsellor or psychologist or signpost
them to external organizations such as
the TIRED Movement if your setting
does not have these.
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Reflections and Invitations

What does

REPRESENTATION & RACIAL EQUITY
have to do with me?

Representation and racism shape who is seen, u;t.u valued

and heard indance, not just who appear W Eurocentric

standards dominate curriculum; pedagogy, audltlo “and performance,

Global Majority dancers face exclusion, |nV|S|b|I|ty,'a’ d-harm, while
programs lose artistic and educational breadth.

Your voice matters! You Matter!
| (=

Self-reflect by acknowledging your
own biases and educating yourself
and yourpeers onthe inclusive
terminologies and the different
levels of racism.

Reflect on how you can help
improve representation and prevent
racism in your dance setting. How
can you be a betterally for others?

Support your peers by calling
attentionto acts of racism.in your
school or company.'Reach out to
a teacher or admin staff you trust
when you need help to do so.

Whether you are a dancer or dance teacher, we each have a
role to play in advocating for cultural diversity in dance.

Figure 1: What does “Representation and Racial Equity” have to do with you?
Learn, Think, Act.
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INVITATION FOR SELF-REFLECTION

Can you or your dancers see yourselves in
the curriculum and learning resources at
your teaching environment?

1
1

Can you see yourself or your dancers
in the visuals where you dance or
teach? (e.g., photos in studios and
changing rooms)?

Does the role model discussed in
class resonate with you or your

" dancers? (e.g., Do they look like you or
your dancers?)

(' N

Implicit bias is an unconscious attitude
| against a specific social group. Being
{ aware of your own biases is a first step
towards inclusivity and racial equity.

Do you hold the same expectations
for dancers in your environment?

If not, what factors influence your
adjustments to those expectations?

I :I:[ Take a test at PROJECT IMPLICIT
i for a self-bias check.

|
l |

[ 4
|
|
|
i

ty in Dance

Take a moment to reflect, if a racist
incident happens in your dance setting:

1
T

Do you and your dancers know how
to report a racist incident?

Is there a named person (e.g.,
teacher, pastoral lead, or safeguarding
officer) that dancers know they can
approach?

Cultural appreciation creates inclusive
production or performance. It is a

mindful adoption of cultural elements

into dance-making and casting.

How are productions and casting
decisions made?

Do they reflect your realities?

Does your role require you to change
your natural appearance to look like a
different racial or ethnic group throughi
makeup or aesthetics alteration (e.g. i
hair color, skin color)?

I

- -~ -

Figure 2: Invitation for self-reflection towards racial equity in dance.

26



The IADMS Bulletin for Dancers and Teachers Volume 10 Issue 2, 2026

Levels of Racism in Dance

npiglonet

You're told to wear
pale pink tights and
pointe shoes that
don’t match your
skin.

A )

You believe ballet is A teacher touches
the only “real” your hair and says
technique and see it's “greasy” or
your own dance “frizzy” in front of
style as less serious. everyone.

e Competition judges
award routines in ski
masks, exaggerated
“hood” characters, or
mock cultural wear.

Ballet and modern
are required for
graduation; hip-hop
and African
diasporic dance are
low-credit electives.

Your work is called
“too aggressive,’
“too urban,” or
“lacking grace.”

You try to change
your hair or body to
fit a Eurocentric
ideal.

e Funding and grants
go to Eurocentric
institutions;
community groups
for diverse dance
styles are shut out.

¢ You and another
Black dancer are put
in a corner to learn
from a video while

others get live

coaching.

¢ You get a lead role
but wonder, “Was |
just the diversity
pick?”

¢ Stage lighting
washes you out or
makes you invisible
because presets are
built for light skin.

e Dance history
textbooks erase
Black, Asian, and
Indigenous pioneers
and ignore cultural
appropriation.

« Teachers: Call ballet and « Set a zero-tolerance policy: § « Update dress codes: permit] « Competitions: Disqualify or
modern one technique anonymous reporting, skin-tone tights, deduct points for blackface,
among many - grade West suspension, and bias undergarments, and shoes; minstrelsy, and uncredited
African, tap, and hip-hop training for stock multiple shades. appropriation; train judges.
with equal weight. microaggressions. « Equalize credits: let « Studios: Redirect a set

« Dancers: Avoid adjusting « Give objective, advanced hip-hop or West percentage of workshop or
your body to conform to biomechanical feedback African dance fulfil core showcase profits to free
one stereotype; train for (e.g., “arm at 45°”) - not technique requirements. youth dance programs in
alignment, strength, and coded words like « Train lighting crews on under-resourced
injury prevention. “aggressive.” multi-melanin design; run a communities.

« Directors/teachers: Publish | « Rotate front, middle, and lighting check for dark « Teachers: Name the
audition rubrics and give back lines every class; nevel complexions in tech originators - Katherine
dancers their scores so skill segregate dancers in rehearsal. Dunham, Frankie Manning -
- not tokenism - is visible. rehearsals. when you teach jazz or

contemporary floorwork.

Figure 3: Levels of racism in dance.
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IDENTITY INTERSECTION

Refer to next pages for “Key Terminologies” and “Glossary”

)

| SELF

‘ What is your
identity?

National

Dis/ability,

. . My nameis___.
I Identlfy as_. I was born and raised in, >
Learn about the different types of identities I now dance or teach dance in_____.
(e.g., race, ethnicity etc.). Fill in the blank to People see me racially as_____.
find out about the intersection of your self. I hold a passport issued by_____.

Figure 4: Identity Intersection: What is your self-identity?
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KEY TERMINOLOGIES

Terms for Race Arab Sex Female
38 Physical Asian Biological traits Male

SpQleIC traits orlook; gy Gender Intersex

also a social Socially "
roups construct.  EUropean/ constructed Cisgender
g p Ethnicity White N Transgender
. Cultural traits, Hispanic or identity Queer

I d enti ty (ancestry,  Latinx Sexual Nonbinary
'3”9;‘_395' Indigenous  OrientationLBGTQ+/
_— f';es Mixed/Dual ~ Sexual or LGBTQI

heritage emotional

attraction to
another person

| am from; | am...

Self-identified, how you see yourselves

You are from; you are...

Perceived, how others see you

Equity, Diversity,
and Inclusivity (EDI)
Concepts A-Z

/% Ableism

DDecolonization | Inclusion

Access/Accessibility
Accomplice

Ageism

Ally/Allyship

Bias

Confirmation bias
Implicit bias
Colonialism
Neo-colonization
Culture

Cultural appropriation
Cultural appreciation
Cultural competency

Discrimination
Diversity
Essentialism
Equality
Equity
Ethnocentrism
Eurocentrism
Exclusion
Gaslighting
Generalization
Global Majority P
Harassment
Hazing

Human rights

Intersectionality
Marginalization
Microagressions
Neurodiversity
Neurotypical
Oppression
Phobia
Homophobia
Xenophobia
Islamophobia
Prejudice
Privilege
Pscyhological
Safety

Figure 5: Learn: Key Terminologies.
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Age

Time passed since birth
or chronological age.
Belief

That shapes your way of
life, purpose, and action
Disability
Long-term physical or
mental impairment
Nationality
Country of birth or
citizenship

SES

Socioeconomic status
(income, educational,
occupational, social
status, and class.)

Your intersecting identities and how others perceive them place you
within different social groups. These groups sit within social
hierarchies that shape how dancers may be stereotyped (grouped
according to simplified assumptions about their identities),
subjected to prejudice (perceived or judged in a particular way), and
discriminated against (treated unfairly because of those prejudices).

R Racism
Internalized
Interpersonal
Institutional
Structural
Representation
Stereotype
Tokenism
Trauma

| >/
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Conclusion

Dismantling longstanding biases, such as the privileging or favoring of White practices in
dance education, is neither easy nor quick, but is essential in creating a better environment
for Global Majority dancers. It is an ongoing effort, and it is everybody’s responsibility. The
tools and resources in this article invite teachers and dancers to reflect on racial equity
inside your respective dance studios while suggesting some feasible actions you can take to
influence a positive shift in the dance education environment where no one is left behind and
everyone is included.

TI

1920 2020

To help us create this change, the authors invite you to join both the TIRED Movement and
TIRED Connect - a brand-new, global creative networking platform designed to help Global
Majority artists, designers, musicians, makeup artists, flmmakers, dance photographers,
creative organizations (and more!) connect, collaborate, and grow. TIRED Connect provides a
dedicated space to showcase creative work, build professional relationships, and discover
new opportunities within the creative industry. By joining TIRED Connect, you will also be
able to access the RED Framework and be a part of the effort to ensure that Global Majority
dancers feel safe and supported in their dance training.

Original Articles

1. Aujla lJ, Green S, Grant L. The impact of racial discrimination on the well-being of dance
students. Arts Commun. 2024;3(1). doi:10.36922/ac.3165

2. AujlalJ, Green S, Grant L. Lived experiences of discrimination among Global Majority
dance students: A qualitative exploration of racial inequity. Arts Commun. 2025;3(4).
doi:10.36922/ac.8530

Further Resource

Harman G. ResDance. Series 6: Episode 11: Racial Equity in Dance with Stacey Green and
Imogen Aujla. Published June 7, 2024. Accessed October 23, 2026.
https://open.spotify.com/episode/5WUIH2tuyfZuONcr1Zmbxe
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Further Reading

Prichard R. From Color-Blind to Color-Conscious: Advancing Racial Discourse in Dance
Education. J Dance Educ. 2019;19(4). doi:10.1080/15290824.2018.1532570

In this article, Prichard examines how approaches to race can shape teaching and learning in
dance education. Drawing on social science, education, and legal scholarship, Prichard
critiques color-blind racial ideology, which treats race as irrelevant or seeks to avoid
discussing racial differences. The article argues that this approach can obscure racial
inequities and contribute to harmful experiences for teachers and students. In contrast,
Prichard advocates for color-consciousness, an approach that explicitly recognizes the
significance of race and racialized experiences. The author identifies four strategies for
developing color-conscious dance education: recognizing the role of race, openly identifying
racist practices, questioning the perceived neutrality of Whiteness, and ensuring that Global
Majority dancers are able to fully express their perspectives. Applying these strategies to
dance education, Prichard highlights existing shortcomings and proposes ways educators
can engage more directly with race, challenge inequities, and create more inclusive
educational environments.
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GLOSSARY

Identity

Race & Ethnicity

Race: Refers to physical differences that groups and
cultures consider socially significant.

Ethnicity: Refers to shared cultural characteristics
such as language, ancestry, practices, and beliefs.
Arab: People of Middle Eastern and North African
(MENA), refer to person’s specific country of origin
(e.g., Iran, Iraq, Egypt, Lebanon, Israel) whenever
possible. American with Arab ancestry may identify
as “Arab American”.

Asian: People of Asian ancestry. Asia is divided
regionally, into South Asia, Southeast Asia, and East
Asia. It is appropriate to use the terms “Asian
American” (in US) or “Asian Canadian” (in Canada).
The older term “Oriental” is primarily used to refer to
cultural objects such as carpets and is pejorative
when used to refer to people.

Black: People of African ancestry. “People of African
Origin” is a more accurate term. Other term, “African
American” should not be used as an umbrella term
for people of African ancestry worldwide because it
obscures other ethnicities or national origins in
African continent. It is outdated and inappropriate to
use the terms “Negro” and “Afro American”.
European/White: People of European ancestry, the
term “White” or “European” is appropriate. Adjust the
latter term as needed for location, for example,
“European American,” and “European Australian”. Use
of the term “Caucasian” is discouraged because it
originated as a way of classifying White people as a
race to be favorably compared with other races.
Hispanic/Latinx: “Hispanic” is not an all-
encompassing term; it often refers to Spanish
speakers, while “Latino” may be preferred by those
from Latin America, including Brazil, where
Portuguese is spoken. “Latino” is gendered
(“Latino”/“Latina”), with “Latin@” and “Latinx” used as
gender-neutral or nonbinary alternatives.
Indigenous: Groups of people who lived in a region
before colonization, have deep ties to their land, keep
their own cultures, languages, beliefs, and ways of
organizing society, and work to maintain their identity
as a non-dominant group. It is most appropriate to
use the names that they call themselves. In general,
refer to an Indigenous group as a “people” or “nation”
rather than as a “tribe.”

Mixed/Dual heritage: Refers to individuals whose
biological parents come from two or more different
ethnic backgrounds, and who may navigate multiple
cultural, national, or racial identities through their
family lineage. This experience extends beyond race
to include intersecting elements such as language,
tradition, and religion. As with all identity terms,
individuals should be allowed to self-identify and
choose the language that best fits them.

Sex, Gender & Sexual Orientation

Sex: The characteristics and traits of biological sex.
Female: With “XX” chromosome, also refers to
woman or girl.

Male: With “XY" chromosome, also refers to man or
boy.

Intersex: Individual who exhibits sexual
characteristics of both sexes.

Gender: Socially constructed roles, behaviors,
activities, and attributes that a given society
considers appropriate for different genders.
Cisgender: A term used to describe people who
exclusively identify with the sex and gender they
were assigned at birth.

Transgender: Both an umbrella term including many
gender identities and a specific gender identity that
describes those with a gender identity that's
different from the gender or sex assigned at birth.
Queer: This nonbinary gender identity and term
describes someone with a gender that can't be
categorized as exclusively man or woman, or
exclusively masculine or feminine.

People who are genderqueer experience and
express gender in different ways. This can include
neither, both, or a combination of man, woman, or
nonbinary genders.

Nonbinary: Also referred to as “enby,” this is a
gender identity and umbrella term for gender
identities that can't be exclusively categorized as
man or woman. Individuals who are nonbinary can
experience gender a variety of ways, including a
combination of man and woman, neither man nor
woman, or something else altogether. Some
nonbinary individuals are trans, while many others
don't. Whether a nonbinary person is also trans
typically depends on the extent to which that person
identifies, even partially, with the sex and gender
assigned to them at birth.

Sexual orientation: a person’s sexual and emotional
attraction to another person and the behavior
and/or social affiliation that may result from this
attraction. Some examples of sexual orientation are
lesbian, gay, heterosexual, straight, asexual,
bisexual, queer, polysexual, and pansexual (also
called multisexual and omnisexual).
LGBTQ+/LGBTQI: The acronym for lesbian, gay, bi,
trans, questioning (or queer), intersex + other
gender variants. This is the most inclusive, all-
encompassing term for the gay community,
including those with non-cis gender identities.
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GLOSSARY

Identity

Age

The amount of time that has passed since an
organism'’s birth; that is, an individual’s
chronological age.

Belief
A system of spiritual beliefs, practices, or both,
typically organized around the worship of an all-
powerful deity (or deities) and involving behaviors
such as prayer, meditation, and participation in
collective rituals. Other common features of
organized religions are the belief that certain moral
N teachings have divine authority, and the recognition
of certain people, places, texts, or objects as holy or
sacred.
Disability
A lasting physical or mental impairment that
significantly interferes with an individual's ability to
function in one or more central life activities, such
as self-care, ambulation, communication, social
interaction, sexual expression, or employment. For
example, an individual with low vision or blindness
has a visual disability.

1)

Nationality
Legal status of belonging to a particular country or
nation attained by by birth or naturalisation.

SES (Socioeconomic status)

Encompasses not only income but also educational
attainment, occupational prestige, and subjective
perceptions of social status and social class. SES
encompasses quality-of-life attributes and
opportunities afforded to people within society and
is a consistent predictor of a vast array of
psychological outcomes.
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Q)

GLOSSARY

EDI Concepts A-Z

A

Ableism: Discrimination and social prejudice against
people with disabilities.

Access/Accessibility: The elimination of
discrimination and other barriers that contribute to
inequitable opportunities to join and be a part of a
work group, organization, community, or services.
Accomplice: Encompasses allyship but goes beyond
to advocacy. An accomplice uses their privilege to
challenge existing conditions at the risk of their own
comfort and well-being. Whereas an ally might work
to make changes on an individual level, an
accomplice aims to tackle injustices such as racial
injustices on an institutional level. They aim to alter
the structures and policies within society that place
marginalized groups at a disadvantage.

Ageism: The tendency to be prejudiced against older
adults, to negatively stereotype them (e.g., as
unhealthy, helpless, or incompetent), and to
discriminate against them, especially in employment
and health care.

Ally/Allyship: People who recognize the unearned
privilege they receive from society'’s privileging of
Whiteness, male gender, Christianity, heterosexuality,
ableism, and other identities and take responsibility
for advancing equity. Allyship is defined and
determined by the community an ally is advocating
for, rather than self-defined.

B

Bias: Partiality, or an inclination or predisposition for
or against something. Motivational and cognitive
biases are two main categories studied in decision-
making analysis. Motivational biases are conclusions
drawn due to self-interest, social pressures, or
organization-based needs, whereas cognitive biases
are judgments that are contrary to evidence, and
some of these are attributed to implicit reasoning.
Confirmation bias: Seeking out or only noticing
information that reinforces our existing beliefs.
Implicit bias: An attitude, of which one is not
consciously aware, against a specific social group,
also known as implicit prejudice or implicit attitude.
Implicit bias is thought to be shaped by experience
and based on learned associations between
particular qualities and social categories, including
race and/or gender. Individuals’ perceptions and
behaviors may be influenced by the implicit biases
they hold, even if they are unaware, they hold such
biases. Implicit bias is an aspect of implicit social
cognition: the phenomenon that perceptions,
attitudes, and stereotypes can operate before
conscious intention or endorsement.
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C

Colonialism: Some form of invasion, dispossession,
and subjugation of a people. The invasion need not
be military; it can begin—or continue—as
geographical intrusion in the form of agricultural,
urban, or industrial encroachments.
Neo-colonization: The control of nominally
independent countries, usually developing countries,
by powerful developed nations through indirect
economic, financial, and cultural means rather than
direct military or political rule.

Culture: A social system of meaning and custom that
is developed by a group of people to assure its
adaptation and survival. These groups are
distinguished by a set of unspoken rules that shape
values, beliefs, habits, patterns of thinking, behaviors
and styles of communication.

Cultural appropriation: Theft of cultural elements—
including symbols, art, language, customs, etc.—for
one’'s own use, commodification, or profit, often
without understanding, acknowledgement, or respect
for its value in the original culture. Results from the
assumption of a dominant (i.e. white) culture’s right
to take other cultural elements.

Cultural appreciation: Recognising and respecting
cultural practices without exploitation or
appropriation. It involves learning and engaging in
meaningful exchanges to promote understanding
and connection.

Cultural competency: The ability to collaborate
effectively with individuals from different cultures;
such competence improves experiences and
outcomes in various disciplines. One can commit to
the process of lifelong reflection to be aware,
responsive, and accountable to the communities one
is serving or working with.

D

Decolonization: The active resistance against
colonial powers, and a shifting of power towards
political, economic, educational, cultural, psychic
independence and power that originate from a
colonized nation’s own indigenous culture. This
process occurs politically and also applies to
personal and societal psychic, cultural, political,
agricultural, and educational deconstruction of
colonial oppression.
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GLOSSARY

EDI Concepts A-Z

D

Discrimination: The unjust and differential treatment
of members of different identities (such as age,
gender, gender identity and expression, race,
ethnicity, religion, national origin, immigration status,
language, disability, sexual orientation,
socioeconomic status). This unjust treatment favors
certain groups over others, restricting opportunities
for other groups. Identities can be actual or
perceived; for example, a person may be
discriminated against for a perception of disability or
other marginalized status. At the individual level,
discrimination may manifest as prejudice involving
negative, hostile, and injurious treatment of the
members of marginalized groups. At the institutional
or structural level, discrimination may manifest as
operating procedures, laws, and policies that favor
one group over another.

Diversity: Involving the representation or
composition of various social identity groups in a
work group, organization, or community. The focus is
on social identities that correspond to societal
differences in power and privilege and thus to the
marginalization of some groups based on specific
attributes—for example, age, gender, gender identity
and expression, race, ethnicity, religion, national
origin, immigration status, language, disability, sexual
orientation, and socioeconomic status. There is a
recognition that people have multiple identities and
that social identities are intersectional and have
different salience and impact in different contexts.

E

Essentialism: Assumptions that everyone belonging
to the same social group have the same lived
experience.

Equality: Treating everyone the same way while
assuming that everyone starts out on equal footing
with equal opportunities.

Equity: Working toward fair outcomes for people or
groups by treating them in ways that address their
unique barriers.

Ethnocentrism: The tendency to believe that your
own ethnic group is centrally important and measure
all others using the standards and customs of your
own.

Eurocentrism: Describes an excessive focus on the
cultural contributions and achievements of European
societies, often at the expense of recognizing the
richness of other cultures. This perspective is
particularly notable in educational contexts, where
curricula have historically marginalized non-European
traditions.

E

Exclusion: The act of deliberately leaving out
individuals or groups out of social, economic,
educational, or organisational opportunities.

G

Gaslighting: A form of manipulation and

psychological control. Victims of gaslighting are
deliberately and systematically fed false information
that leads them to question what they know to be

true, often about themselves. They may end up
doubting their memory, their perception, and even

their sanity. Over time, a gaslighter's manipulations

can grow more complex and potent, making it
increasingly difficult for the victim to see the truth.
Generalization: The process of deriving a concept,
judgment, principle, or theory from a limited number

of specific cases and applying it more widely, often /
to an entire class of objects, events, or people, which |
can lead to mischaracterizations and stereotypes
Global Majority: Also known as people of the global
majority (PGM), a collective term that encourages
those of African, Asian, Latin American, and Arab
descent to recognize that together they comprise the
vast majority (around 80%) of people in the world.
Understanding the truth that Whiteness is not the
global norm has the power to disrupt and reframe
conversations on race.

H

Harassment: A form of discrimination. It
happens when someone experiences unwanted
offensive or humiliating comments or behavior.
Hazing: Any activity associated with joining or
participating in a group that humiliates,

degrades, abuses, or endangers individuals,
regardless of their willingness to participate.
Human rights: Rights to which all human beings
are inherently entitled.

|

Inclusion: An environment that offers

affirmation, celebration, and appreciation of
different approaches, styles, perspectives, and
experiences, thus allowing all individuals to
express their whole selves (and all their
identities) and to demonstrate their strengths
and capacity.

Intersectionality: The complex, cumulative way
in which the effects of multiple forms of
discrimination combine, overlap, or intersect—
especially in the experiences of marginalized
individuals or groups—to produce and sustain
complex inequities.

-
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GLOSSARY

EDI Concepts A-Z

M
Marginalization: Where a person, group or concept is
treated as inferior; to put or keep (someone) in a
powerless or unimportant position within a society.
Microagressions: The everyday verbal, nonverbal and
environmental slights, snubs or insults, whether
intentional or unintentional, which communicate
hostile, derogatory or negative messages to target
persons based solely upon their marginalized group
membership.
N
Neurodiversity: A term used to acknowledge that
N everyone has different brains. This can manifest in
| many ways, perhaps in how people might process
information, communicate, behave or function day-
to-day.
Neurotypical: A person or group of people with
similar mental or neurological function to what is
considered typical or 'normal'.
o
Oppression: Occurs when one subgroup has more
access to power and privilege than another subgroup
and when that power and privilege are used to
dominate the other to maintain the status quo.
P
Phobia
Homophobia: A strong dislike or fear of homosexual
people.
Xenophobia: A strong dislike or fear of strangers or
foreigners.
Islamophobia: A strong dislike or fear of Muslims.
Prejudice: Personal adverse and preconceived
beliefs, opinions or thoughts about a group based on
their skin color or race.
Privilege: One or a set of unearned benefits given to
people owing to their membership in a specific social
group relating to aspects of their identity. Those
aspects can include race, gender, sexual orientation,
ability, and religion, as well as privilege related to
wealth and class.
Psychological safety: The ability to freely express
opinions, take risks, and be oneself without fear of
negative consequences.

q)

i

R

Racism

Internalized racism: Occurs when a racial group
oppressed by racism supports the supremacy and
dominance of the dominating group by maintaining
or participating in the set of attitudes, behaviors,
social structures and ideologies that undergird the
dominating group's power.

Interpersonal racism: Occurs between individuals.
Once we bring our private beliefs into our interaction
with others, racism is now in the interpersonal realm.
Institutional racism: Refers specifically to the ways in
which institutional policies and practices create
different outcomes for different racial groups.
Creating advantages for one group while
disadvantaging other racial groups.

Structural racism: The normalization and
legitimization of an array of dynamics, historical,
cultural, institutional and interpersonal, that routinely
advantage whites while producing cumulative and
chronic adverse outcomes for people of color.
Representation: Equitable representation is fair and
proportional inclusion of people from diverse
backgrounds across characteristics such as race,
gender, disability, class, sexual orientation, and more
within institutions, organisations, and public life.

S

Stereotype: A standardized mental picture that is
held in common by members of a group and that
represents an oversimplified opinion, prejudiced
attitude, or uncritical judgment.

T

Tokenism: The practice of making only a perfunctory
or symbolic effort to do a particular thing, especially
by recruiting a small number of people from under-
represented groups in order to give the appearance
of sexual or racial equality within a workforce.
Trauma: The trauma of racism refers to the
cumulative negative impact of racism on the lives of
people of color. Encompassing the emotional,
psychological, health, economic and social effects of
multigenerational and historical trauma, trauma of
racism relates to the damaging effects of ongoing
societal and intra-social-group racial micro
aggressions, internalized racism, overt racist
experiences, discrimination and oppression within
the lives of people of color. When repetitive and
unresolved, these experiences rooted in racism can
create severe emotional pain and distress that can
overwhelm a person’'s and community’s ability to
cope, creating feelings of powerlessness.

N
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Disclaimer:
Definitions are adapted from the references listed below. This list is not comprehensive; it is intended as a guide and

introduction to key terminology relating to cultural diversity, representation, equity, and inclusion in dance training and
performance settings. We recognize that language in this area continues to evolve, and we invite the dance
community—teachers, dancers, and organisations—to treat this glossary as a starting_point for learning, reflection,
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Do calf rises every day really keep the
doctor away? A practical guide to
chronic ankle injury prevention

Peta Baillie BPhys, MAppSci

Peta Baillie is a Lecturer (Physiotherapy) at Charles Darwin University, and previous
physiotherapist at The Australian Ballet. She has 15+ years of experience as a
physiotherapist, and her current clinical practice involves rehabilitating dancers and
non-dancers with complex injuries and pain presentations. Her research investigates
magnetic resonance imaging findings in elite dancers and athletes, and posterior ankle
impingement syndrome.

Context and Rationale

We've all been there. The final run of a rehearsal: a dancer misplaces their foot and rolls their
ankle. Perhaps the dreaded “crack” is heard over the music. It hurts to walk, let alone dance.

It starts to swell and a dark purple bruise begins to bloom, shortly followed by the questions:
Can they still perform next week? How can we modify the solo? Should they get a scan?

Why Investing in that First Ankle Sprain is Key

The foot and ankle complex remains the most frequently injured region in dancers, and ankle
sprain injuries are one of the most common injuries.’® Lack of early expert assessment and
care may alter the recovery process and lead to further, more significant injury and lost
performance.* For example, in a university dance population, 75.9% of dancers with a
previous lateral ankle sprain developed chronic ankle instability.® Investing time in adequate
recovery and comprehensive rehabilitation following an initial ankle sprain may be the
difference between complete recovery, and significant long-term consequences that may
impact dance participation.

Chronic ankle instability (CAl) is particularly common in the dance population, with one study
finding that it impacted 73% of dancers in a single ballet company.® Chances are you have it
and you may not even know it. If not, you will almost certainly know/dance with/teach
someone who does.

Dancers with chronic ankle instability feel that their ankle is unstable, as it may repeatedly
‘give way’ or feel as though it is about to, and is frequently sprained.® Dancers with unstable
ankles tend to have less control over their ankles and take longer to recover when they do
sprain.® This chronic instability not only impairs physical function and performance but
impacts a dancer’s quality of life and psychological state.”®
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What is Posterior Ankle Impingement Syndrome (PAIS)?

Beyond its direct effects, chronic ankle instability is associated with a range of secondary
problems that can further impact function and quality of life, including PAIS, one of the most
common injuries in dance.’ The first signs of PAIS start off as a mild ‘niggle’ in the back of
the ankle in positions of plantarflexion (where the foot is pointed, as exemplified in Figure 1),
that usually ‘warms up’. If not addressed, this ‘niggle’ can quickly develop into a pain that
limits the dancer’s ability to meet their required training, performance or competition
demands, leading to sub-optimal performance.

Our research has shown that dancers with PAIS were also more likely to report symptoms of
chronic ankle instability. This means that if you have CAl, you may also be more likely to
experience posterior ankle pain/PAIS." Posterior ankle impingement syndrome presents as
pain in the back of the ankle, in positions of ankle plantar flexion, especially in weightbearing
(Figure 1). Tendus, demi-pointe, and jumping can also be painful.

Figure 1. Picture of a dancer in a position of forced ankle plantarflexion that could potentially
cause posterior ankle impingement syndrome.

What Can Cause Posterior Ankle Impingement Syndrome?

So, how does CAl develop in the first place? This is where ‘getting it right’ initially becomes
key. More than 50% of the dance population may be dealing with residual pain, impaired
postural control, instability and weakness, and associated injuries.>*"" This prompts us to
consider what we could do to bring this number down. Dance teachers and dancers are
experts in their eye for detail, movement quality and alignment, and perhaps applying these
highly developed skills to a simple and already widely-used exercise is one of our greatest
defenses in preventing chronic foot and ankle issues.
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Research Summary

Our research investigated ankle magnetic resonance imaging (MRI) findings in professional
ballet dancers and athletes. We discovered that asymptomatic professional dancers
typically present with “abnormal” MRIs — we were unable to separate dancers with and
without pain based on MRI findings alone. Despite no differences in MRI findings, dancers
with PAIS could not perform as many single leg heel rises and reported greater symptoms of
ankle instability.

Application of Research Findings to
Practice for Dancers and Dance Educators

Injury Prevention and the Single-Leg Heel Rise: More Than Just a
Number

Over the past 20 years, the single-leg heel rise (SLHR) exercise has been implemented in
dance communities in a global effort to improve dancer strength, endurance, longevity and
importantly to prevent injury (see Tools and Resources Section below). Dance research
supports this approach, finding links between poor SLHR performance and injuries including
PAIS,'® chronic ankle instability,' medial tibial stress syndrome/shin splints,'® and Achilles
tendinopathy.™

A recent study suggests that the ability to perform this movement is a powerful predictor of

future injury.” However, it is not just the numbers that are important. The movement quality

and technique of the SLHR test is most important, and this is where health professionals are
grateful for the skilled and watchful eye of the dance teacher.

Single-Leg Heel Rise Technique: ‘The Big Three' Associated with Injury”

e Poor eccentric control: This is defined as an inability to smoothly lower the heel back
to the ground. This translates into the studio as the part of movement where the
body needs to absorb the greatest amount of energy. An inability to decelerate the
body’s mass, for example during a jump landing, spikes the stress on the foot and
ankle, increasing injury risk. In this study, dancers with an ‘uncontrolled lowering or
visible drop of the heel’ were more likely to sustain an injury.

e Pronounced supination: Rolling onto the outside/little toe side of the foot (lateral
ankle rolling) during the rise was also predictive for injury.

e Failure to hit 30 repetitions: This is the baseline for endurance. Dancers who did not
reach this threshold may lack the fatigue resistance necessary to withstand the
workload demands of a heavy performance, competition or training season.

Watch a short vi f nd ankle injur
prevention
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The MRI Trap: Why Your Scan is not Your Destiny

In cases of ankle pain that seems to hang around, dancers may be referred for medical
imaging, most commonly for an x-ray or MRI scan. There are times when this is entirely
appropriate, for example to rule out fracture or other serious pathology. The issue can
develop when healthcare providers order a scan to “figure out” what is causing the pain.
Scans are very good at ruling out serious injury, but notoriously bad at telling us what is
causing the pain, and this is seen in many populations, and all over the body, with many
scary things popping up on MRIs in people who have no symptoms whatsoever. The same is
true for dancers.

Research has revealed that elite dancers have all sorts of “abnormal” imaging findings, even
when they are pain-free.'®"” These imaging findings are highly prevalent in asymptomatic
dancers, and very few go on to cause problems." To correctly interpret a scan, we need to
understand what is normal for that population, and it appears that it is entirely normal for
dancers without pain to have extra bones, lots of fluid, bone oedema, and all kinds of other
interesting findings on MRI.'®"" These “worrying” findings may simply be red herrings: a
hallmark of the demands placed on dancers’ feet and ankles.

This research tells us that if we see something unusual on a scan, it may represent a typical
finding for a dancer, and does not automatically require surgical clean out.’®'® Scanning a
chronically painful ankle is not routinely recommended, and when scans are performed, they
require careful interpretation and correlation with the dancers’ training and performance
loads, symptoms and capacity. What is more important is that we assess and treat the
dancer, NOT the scan.

Tools and Resources

Bloch, in association with The Australian Ballet, produced this video on how to perform
single-leg heel rises with excellent technique. This is what we are aiming for:

°Watch a short video about how to perform single-leg heel
rises

Reflections and Invitations

Your Action Plan: Taking This Into the Studio

1. Invest in good care for ankle sprains, it's worth it.

2. Even better, invest in injury prevention, including building the strength and
endurance of the calf muscle complex under the watchful eye of dance teachers,
remembering ‘the big three!

3. Single-leg heel rises: build to 30+ repetitions, with excellent technique. If you cannot

41


https://www.youtube.com/watch?v=9pWt_VX62Fk
https://www.youtube.com/watch?v=9pWt_VX62Fk
https://www.youtube.com/watch?v=9pWt_VX62Fk

The IADMS Bulletin for Dancers and Teachers Volume 10 Issue 2, 2026

achieve the numbers, focus on technique first. Perform this exercise 2-3x week with
48 hours recovery in between*

4, Avoid the MRI trap: Do not allow yourself/your dancers to be reduced to a set of 2D
images. A dancer's physical presentation, symptoms and history are far more
important.

*This is a generic prescription. Dancers with injury or other considerations should undergo
formal assessment and individually prescribed exercises.

Conclusion

Key Take-Home Messages

e Chronic ankle instability (CAl), often developing after ankle sprains, is common in
dancers, associated with other ankle problems, and can significantly impact quality
of life. It is treatable and should not be accepted as something that dancers simply
have to live with.

e Every ankle sprain deserves prompt assessment and complete rehabilitation, to
reduce the risk of developing chronic ankle instability.

e Single leg heel rise performance is a useful predictor of injury risk. As dance teachers
already recognize, heel rise technique is just as important as the number of
repetitions.

e MRIfindings should always be interpreted carefully, as “abnormal” findings are
common even in asymptomatic dancers. First and foremost, we should always treat
the dancer, not the scan.

So, to answer the question of whether calf rises everyday really do keep the doctor away:
there is evidence to suggest that they may indeed help, but only if they are executed with
excellent control and strong alignment. Of course, they are not the only tool in our kit, but
they are quick, cost effective, and are backed by evidence. We need to ensure that first time
ankle sprains are allowed time for complete recovery and rehabilitation to restore normal
ankle range, power and agility. We need to look beyond the scans to see the whole dancer, in
all their intelligence, wisdom, body awareness, and grit, as well as the brilliant teachers
supporting them. So, how many calf rises can you do?

Original Article

Baillie P, Cook J, Ferrar K, Mayes S. Single-leg heel raise capacity is lower, and perceived
ankle instability is greater, in dancers and athletes with posterior ankle impingement
syndrome. Clin J Sport Med. 2024;34(4):376-380.
https://doi.org/10.1097/JSM.0000000000001217
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Further Resources

How to Get Strong Calves. The Australian Ballet Blog. Published March 23, 2020. Accessed
October 15, 2026. https://australianballet.com.au/blog/how-to-get-strong-calves

This short blog, with linked instructional video, explains the importance of strong calves for
dance. Detail is provided on when and how calf rises can be done, and a few hints on where
they could be performed.

Mulready R. Strength and Numbers. The Australian Ballet Blog. Published December 19,
2024. Accessed October 15, 2026.
https://australianballet.com.au/blog/strength-and-numbers?srsltid=AfmBOopYmOsD6|ds-U
g61QeTIQsInKjvpUBuJ9asjcaS2Epi_Rrg7fgZ

This blog describes the science behind maintaining healthy ankle tendons with an example
of a research project that was implemented with The Australian Ballet dancers during the
demanding Swan Lake season. The results of the research may surprise you!!!
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Book Review
Gigi Berardi

Research Methods in the Dance Sciences

by Tom Welsh, Jatin P. Ambegaonkar and Lynda Mainwaring

Tom Welsh, Jatin P. Ambegaonkar, and Lynda Mainwaring are editors of the
information-packed Research Methods in the Dance Sciences, accounting also, either singly
or as co-authors, for about half of the 23 chapters in the book. A must-have for dance
students, educators and scientists, the numerous figures and tables, appendices, impressive
glossary with well over 200 terms, and extraordinary 20-page index (one of the most detailed
| have ever seen), alone, renders this substantial book critically important for those
interested in the dance science foundations of conditioning, technique, health, and longevity
for dancers.

Twenty-four scholars and practitioners contributed to the 23 chapters which are divided into
six parts. The book includes practical applications as exercises and/or summaries, as well
as chapter-specific references and additional resources.

Figures clarify topics and key discussion elements, including models of scientific thinking,
aspects of ethical researcher conduct, steps in the research data cycle, and a working model
for translating research into injury prevention practice. Tables further organize material for
example, as electronic resources in the dance sciences or possible management strategies
for threats to internal research-design validity.

Simply put, this book offers everything one might want in a how-to on research design,
implementation, analysis, and interpretation, as well as dissemination of results. A careful
read of the book gives even first year undergraduates a solid understanding of how to
design, conduct, interpret, and report dance science research. Topics and articles from each
of the six parts are highlighted below to illustrate the scope of the book.

The beginning section of the book is called “Bringing science to dance,” and includes a
provocative article written by the editors titled “Ways of knowing” which asks questions
about how the reader can recognize practical information that is accurate. The authors
discuss a variety of ways of knowing, ranging from intuition and trial by error, to logical
reasoning and emotion. This understanding is somewhat different to more scientific ways of
knowing which include observation, identifying and refining a question to answer, and
following a systematic way to answer it. The chapter, too, provides an excellent discussion
of approaches in understanding science, such as suspending judgement and parsimony, or
seeking the simplest explanation of the results, that are tantamount to certain research
methods. Also discussed are ways of developing knowledge, suggesting that although
researchers themselves are personally involved in the process, they should remain
disciplined and systematic in their work, without adding personal bias. The authors conclude
that many ways of thinking and knowing can be useful in the right context.
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In Part 2, “Creating a foundation for research,” each chapter provides material especially
useful for students selecting research topics and designs. Chapters “Reviewing research
literature and choosing a topic” by Leah Reilly Sherman and Merry Lynn Morris; “Types of
research” by Tom Welsh; “Research ethics and research ethic committees” by K. Michael
Rowley and Tom Welsh; and, “Writing a literature review” by Sarah J. Kenny and Jeffrey A
Russell, offer suggestions for how to be both critical and productive in reviewing research
reports, appreciate the important roles of descriptive research, particularly in new research
areas, and understand the importance of recognizing and treating participants ethically, as
collaborators in the research process—and, in so doing, adding to the quality of the research
work produced. The chapters are worthwhile for researchers in any field of science. For
example, the “Writing a literature review” chapter details the general need for clear questions
and purpose statements, primary and original research, and citation management programs
to help stay organized and efficient.

Part 3, “Designing and conducting research,” consists of three chapters, all of which the
editors authored or co-authored. These chapters include a treasure trove of information:
selecting participants by identifying target populations and then deciding on sampling
techniques, such as non-probability, purposeful selection, and more; choosing research
settings; selecting independent variables; pilot testing; understanding common quantitative
data analysis types, tests, and results; and, ways to present data, understand research
designs, and query internal and external validity, much less methodological integrity.

Part 4, “Choosing a research methodology,” is the largest section of the book, featuring
chapters on research methods: descriptive and qualitative approaches; surveys,
questionnaires, and interviews; correlation and regression analyses; case studies, reports,
and series; experiments; and, epidemiological research in dance—all of which are well
explained. Ideas discussed include: the richness of descriptive research (in new research,
but also focusing on one person or group); the time-effectiveness of using surveys to collect
data from samples; that qualitative research can indeed be robust; correlations as a first
step in looking for patterns; the value of case reports; and, within-subject designs useful in
assessing patterns of individual performance over time and across conditions.
Epidemiological research in dance, a chapter co-authored by Rogier M. van Rijn, Sarah J.
Kenny, and Janine H. Stubbe, addresses the question: What are the best ways to measure
illness and injuries among dancers? Dance epidemiology is described as the science that
studies the patterns, causes, tracking, and prevention of health-related events among dance
populations. The authors posit sport injury prevention models and discuss the
pattern-recognition aspect of the research.

Both Part 5, “Influencing the field,” and 6, “Pursuing a career in the dance sciences,” offer
much guidance regarding reporting research (Jeffrey A. Russell and Jatin P. Ambegaonkar)
and applying findings to dance practice (Donna H. Krasnow and Virginia Wilmerding),
pursuing graduate studies (Matthew Wyon and Yiannis Koutedakis), and building a research
repertoire by focusing on research skills, research communities, and mentors and
collaborators (K. Michael Rowley). They emphasize ways to apply research in the day-to-day
work of practitioners.

Very little, if anything, has been left out of this all-inclusive but concise tome, and | intend to

47



The IADMS Bulletin for Dancers and Teachers Volume 10 Issue 2, 2026

use it in my own graduate classes. Authors not previously mentioned are Amit Abraham,
Manuela Angioi, Liliana S. Araujo, Imogen Auijla, Steven J. Chatfield, Wendy C. Coates, Boyi
Dai, Jennifer Deckert, Claire E. Hiller, Nico Kolokythas, Emma Redding, and Selina Shah.

This highly readable text, useful for both undergraduate and graduate classes, as well as
professional researchers and clinicians, is based on considerable solid research. Indeed,
many of the researchers have been working for decades in the design, implementation, and
interpretation of research methods in dance. Research Methods in the Dance Sciences is a
unique and wide-ranging text, asking questions and providing many answers, an invaluable
addition to the bookshelf of any dance student, educator or dance scientist

Full Citation

Welsh T, Ambegaonkar JP, Mainwaring L, eds. Research Methods in the Dance Sciences.
University Press of Florida; 2023.
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Want to submit an article to the
IADMS Bulletin for Dancers &
Teachers?

The editorial team welcomes proposals and direct submissions for consideration for the
IADMS Bulletin for Dancers & Teachers. We work closely with authors to bring your ideas to
life, and to fit within our vision to bridge research and practice in respectful, empowering and
multimodal formats for teachers and dancers. You can read our guidelines here. You can
make a direct submission to the Bulletin here. Please do email bulletin@iadms.org, where we
will be happy to have an informal discussion to help you shape your ideas before you begin
developing your work.

Disclaimer

The IADMS Bulletin for Dancers & Teachers is suitable for dancers, teachers and educators.
This content is not intended to be a substitute for professional medical advice, diagnosis or
treatment. Always seek the advice of your physician or other qualified health providers with
any questions you may have regarding a medical condition.

IADMS owns the copyright to this Bulletin and the articles contained therein. The PDF files
may be distributed or reproduced in hard (paper) copy in their entirety for educational
purposes. The content may not be reproduced in any other form without the written
permission of IADMS. Please contact IADMS for additional assistance.

The International Association for Dance Medicine & Science, Inc. is a tax-exempt public
charity under IRS Section 501(c)(3) in the United States.
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