Resilience and Ethics in Dance Education

Scoping Review

Heidi Marian Haraldsen

Michelle Schachtler Dwarika
Einar Thor Jonsson
Oslo National Academy of the Arts

Academy of Dance

KUNSTHOGSKOLEN | OSLO DANS
OSLO NATIONAL ACADEMY OF THE ARTS THE AC



Title: Resilience and Ethics in Dance Education - Scoping Review
KHIODA FOU-report nr.: x

Authors: Heidi Marian Haraldsen (all chapters), Michelle Schachtler Dwarika (all chapters), & Einar Thor Jonsson
(method section)

Dato: 01.11.2021

Price: May be downloaded for free at www.khio.no/xxx

Project: Resilience and Ethics in Dance Education (REDE) systematic literature

Project number.: 0109- 21019

Project leader: Heidi M. Haraldsen

Funding: Research funding by the Artistic Research committee at Oslo National Academy of the Arts
Questions concerning this report may be addressed to:

Heidi M. Haraldsen, Academy of Dance, Oslo National Academy of the Arts, heidhara@khio.no +47 92 09 60
66

Heidi Marian Haraldsen

Born in Oslo, Norway. Heidi is Associate Professor in Education/Pedagogy and Head of the teacher certification
program at KHiO. At KHiO she has taught and worked with research in art education and educational psychol-
ogy since 2008. Heidi has a bachelor's degree in Dance from the Academy of Dance at KHiO, and has long expe-
rience as an artist, practicing as a dance teacher, choreographer, and dance performer with a special interest in
artistic community work. Her academic background stem from the University of Oslo, the Faculty of Educa-
tional Sciences, where she completed her degree (cand. ed.) with a dissertation of aesthetic education and aes-
thetic learning. She has also worked as editor and co-author for teaching materials in dance subjects through
the book series ‘Scenetreff’ at Tell publishing company. Heidi completed her doctoral thesis at Norwegian
School of Sport Sciences in 2019 on motivational processes within talent development in a comparative per-
spective on performing arts and sport. Her research is within teaching and learning in the arts, as well as sev-
eral topics within performance psychology.

Michelle Schachtler Dwarika

Born in Basel, Switzerland, Michelle has an MA in theatre, arts and sciences from the University in Oslo and an
MAS in Dance Science from the University in Bern. Since 2021 she is working towards a diploma in Cognitive
Sports Psychology, mentoring dance students at different institutions, such as the Norwegian National ballet
school and Oslo National Academy of the Arts. She has been working as an educator at different educational
institutions in and around Oslo, Norway and is a research assistant (since 2020), program coordinator for dance
and theatre education and guest lecturer in dance psychology (both since 2021) at Oslo National Academy of
the Arts. Currently a member of the IADMS dance educator’s committee, Michelle is working closely with an
international network of dancers and dance educators alike. Her main research interests include autonomy in
dance education and resilience and mental health in dance.

Acknowledgments

We would like to acknowledge Oslo National Academy of the Arts for funding this important research project.
A special gratitude towards the staff at the KHiO Library; Einar Thor Jonsson, Hege Undem Store, and Anette
Waller for giving us professional, extensive, and crucial support with the systematic search strategy. Search
procedures, and the performing of the search. Einar Thor Jonsson has also contributed with the writing of the
method section, the sub section of ‘Search strategy and procedure’.


mailto:heidhara@khio.no

Innhold

N0l s o b 1o A =1 o 1] o = or o TR 1
B o] o1 ol=Ya o 1N o 3PS 1
V1= 1 g To e [ TP TP PRTOVOTOPPT 1
Main results aNd iSCUSSION ....ceiiiiiiiiieiee ettt ettt e sb e s bt e e st e e sbe e e sabeesbeeeneeesabeeesanes 1
CONCIUSTON .ttt sttt sttt e bt e s bt e sat e sae e st e e bt e bt e abeesmeeeme e emeeenteebeenbeesanesanenas 2

T (o o [V Tt o] o FOU TSP UPR PR URPRPPTON 4
Resilience and Ethics in Dance Education (REDE) Overarching Project ........ccccveeveevcieecceeeviee e 4
REDE SCOPING REVIEW ..eeiiiiiiiiiiiieieeeeeeiititee e e e e e ssiittee e e e e s ssitbteeeeeesssaabbsaeaeesssssassssaaaeeeessnsssssnnaeeesssnnas 4
Teaching and Learning iN DANCE.......cuiicuiieiieiiee e cciiee e setee ettt e e e tee e e stee e e s ebee e e e sbae e e esabaeesesnraeeessaseeas 5
Dance and Mental NEAITN .......o.oi i 5
RESEAICH QUUESTIONS ..ttt ettt et st b e s bt e s bt e sat e et e e beesbeesaeesanesabeeabeebeens 6

IMEEEROMS .ttt ettt et e st e s bt e e s bt e e bt e e bbe e s bt e e s a b e e st e e e b beesabeeebeeenareesbeeenars 7
(00] 0 0=y o A 3 oo o YU =N o ISP 7
SEarch STrategy & PrOCEAUIE .......oii ettt ettt e e et e e e et e e e et e e e e s aaaeeesensaeeesansteeesannaneenan 7

L T=q] oY1 T AV o g =T o T T PRSP 7
T T A Yo L =Y=T o 11 V=S PPRRSORPRI 7
Identifying and remoVving dUpliCates........ccoiuiiiiiiiiiii e 9
Additional manual search SCrEENING ........ccuvvii i 9
D I AN g T Y LU PPPROY 10
Identification of relevant StUAIes ........c..uvee i 10
(@ 1T = Lo T2 4 o o [PPSR 12
ThematiC @NAlYSIS ..cceveiee e e e raree e 13
RESUILS ettt et et e r e b e s b e s et e s et e s bt et e bt e bt e e be e sae e e ae e et e e reenreesreenane e 14
General overview over the identified STUAIES ......cocverviriiriieeee e 14
MethodOolOGICal OVEIVIEW.......ccciiiiiie i e e e as 14
o T8 F= 1SR SUPRRSTPRI 15
20T oYU 1= [ o T SR 15
NV T oY T 1 o 1 SR 16
Results from the Thematic ANAIYSES ........ooiiiiiiie et e ettt e e e et e e e et e e e e e sareeaeeanes 17
Topic 1: Teaching and Learning in danCe ......c.ueviiciiiei ittt e e e et e e s s ataeeeeanes 19
Dance culture, sociology, and philosophical pedagogy (24 studies) .........ccccccevvvveerinnnn. 19
TEACKING (A5 STUAIES) wuvvreiiiiiii it e e e s r e e e e e s s e sbbbrreeeeeeeesias 22
LEArNING (28 STUIES) .uvvrrieiiieiiiiiitiiiit ittt e e e e s s s s bbb r e e e e e e e s s s sbabbreeeeeeessan 32

BEING (34 STUAIES) ..ttt e e s et e e e e et e e e e e e earee e e e sanaeeas 35



Talent development in Dance (9 StUIES) ...vvvveeiiiiiie i 40

Topic 2: Dance and Mental HEalth ...........oooiiiii et 43
OVEIVIEW OV STIESSOIS ..ceiiiiiiiiiiiiiiiiiiieieieieitteeeeeteeeeeeeteeeeeeeeeeeeeeeeeeaseeseeeeeeeseeeseseeeeeeeeeeneees 43
Situational Stressors (7 StUIES) .......oiiiiiiiiiiiie e e arr s 44
Interpersonal stressors (26 STUAIES).......uvieiiiiieieiiiii e 45
Cultural stressors (36 STUAIES) .uuuiiiiiiiiiiiiiiiii e e e aarees 46
Environmental stressors (6 STUIES) .......ciiiiiiiiiieiiii e a7
Personal stressors (56 STUIES)......uiiiiiiiiiie i e 48
General coping variables (26 StUdIES) ....c.uuvveiiiiie e 53

LCT=T =T | e T ol U T3] o o PR PPPPPRN 56

Research design, methodology and qUality ......ccocciiiiiiciiii e 56

T 1T ol == 1 Vo N = o 1ok [ I USRS 56

(DY g Yol Yo [WTor- ) o o TSRS 56
Teaching and LEarNiNg .....c.uvii it e et e e e s re e e s eraaee e 57
MeENtal NEAITN: ... i ——————— 59

F YT o] [T=Ye I =] 1Yot 4o o SRR 60

UL U I Y= [ ol o TSRS 61

Strengths and LImMItations.......coccuiie i e e et e e e st e e e e s sba e e e eabaeeeearaeas 62

(60e] 3Tl (D11 o ) o H TSP PRR PR PRSP 63

List of included references in the REDE SCOPING REVIEW .....cccuuveiiiiiiieeieiieee ettt ettt et 65



Summary (abstract)

Topic and Aims

Resilience and Ethics in Dance Education
(REDE) is a research project initiated by the
academy of dance, at Oslo National Academy
of Arts (KHiO). Like dance itself, resilience is a
complex and holistic objective, which inter-
sects and relates to physical and mental
health and wellbeing. Ethics is a serious and
pressing issue for an art form that ontologi-
cally has the body at its center.

The REDE Scoping review is an initial step to-
wards creating a research based foundation
for future REDE projects. It aims to answer
broad questions and examine existing litera-
ture on REDE relevant topics of a) teaching
and learning in dance (pedagogy), and b)
dance and mental health (dance science).

Specifically, the REDE scoping review aimed:

v' To examine how research is conduct-
ed in the two REDE topics (methodol-
ogy)

v" To identify the types of available evi-
dence in the field of (a) teaching and
learning in dance and (b) dance and
mental health

v’ To identify key characteristics or fac-
tors related to the two REDE topics in
order to inform best practice

v' To identify and analyse knowledge
gaps and to prepare future research
for the REDE center

Methods

Research evidence synthesis involves the ag-
gregation of available information using well-
defined and transparent methods to search,

summarize, and interpret a body of literature.

As such, the scoping review applied a system-
atic and iterative approach to test or confirm
the relevance and quality of evidence and
identify gaps and trends in the current evi-
dence. Additionally, the PRISMA guidelines
and the Rayyan screening tool supported the
screening and analysis process, resulting in a

flow chart presenting an overview of the un-
dertaken procedures. To assist this process,
we collaborated with the library at KHiO, who
completed the initial ad main screening proce-
dures.

We have used the concept of western theatre
dance to align with the study portfolio of the
department of dance at KHiO. We wanted to
target different stakeholders and included
samples of dance students, dancers, prepro-
fessional dancers, professional dancers, voca-
tional dancers, dance teachers and dance
leaders age 13 and upwards.

The final searches were conducted on 16 Feb-
ruary 2021 in the databases of Academic
Search Ultimate (EBSCO-host), International
Bibliography of Theatre and Dance (EBSCO-
host), Education source (EBSCOhost), ERIC
(EBSCOhost), SPORTDiscus (EBSCOhost), Med-
line (EBSCOhost), and PSYCInfo (Ovid), all of
which yielded 3893 results. After the removal
of duplicates, adding manual search results,
and screening procedures in Rayyan, a total of
196 included studies were categorized and
thematically analyzed in full text.

Main results and discussion

In the examination of how research was con-
ducted, it became clear that the research
within the two main topics of teaching and
learning in dance (pedagogy) and dance and
mental health (dance science) were methodo-
logically heterogeneous and positioned within
different methodological research paradigms,
affecting both the research quality and the ap-
plicability of the research. We identified a lot
of anecdotal evidence and qualitative small-
scale studies in research on dance teaching
and learning, and many empirically based and
high quality studies in dance and mental
health. However, many lacked explorative and
applied approaches. More methodological ri-
gor and systematic approaches are needed in
dance research especially within the field of
pedagogical and practice-based dance re-
search. Additionally, more studies on profes-
sional, mature, and retired dancers, and more



applied quality research integrating theory
and practice are warranted.

The scoping review identified three main
themes within the topic of teaching and learn-
ing in dance: dance culture, learning-process,
and being. A key finding in the first theme,
dance culture, showed that dance practice is
highly culturally constituted. It is affected by
the worldviews of the two main teaching par-
adigms of traditionalism and progressivism,
implicitly influencing the assumptions, beliefs,
structures, power relations, ethics, aesthetics,
and behavior of the dance teachers, dance
students, and dancers.

These overarching paradigms in the dance cul-
ture set important frameworks for teaching
and learning in dance. This then affects the
learning-processes in two ways. Either by be-
ing mainly teacher-centered in line with the
more traditional, individualized, and authori-
tarian conservatoire model, or being a stu-
dent-centered model based on more demo-
cratic, authoritative, and collaborative ways of
learning. The latter has proved to be more
beneficial in relation to the third theme of be-
ing, since it seemed to nurture enhanced mo-
tivation, enjoyment, achievements, health,
and well-being.

Turning to the second topic - dance and men-
tal health, the scoping review identified two
main themes: stressors and coping with
stressors. A set of stressors exist as determi-
nants related to mental health (i.e., cultural,
interpersonal, environmental, situational, and
personal), which affects the mental health of
dance students, dancers, and dance teachers.
A key finding was that tradition runs deep in
dance culture, and stressors such as cultural,
interpersonal, and environmental are mainly
culturally embedded, which link the review’s
first topic of teaching and learning in dance di-
rectly to the topic of dance and mental health.
Another key finding was the identification of a
range of personal stressors. This revealed the
dance students and dancers themselves, in

many cases were their own worst enemy, add-
ing a lot of pressure from within in addition to
contextual and external stressors.

Focussing on the second identified theme cop-
ing with stressors, the scoping review identi-
fied some important general coping variables
such as motivational quality, creativity, and
emotional intelligence, all of which seemed
important either for the development or the
promotion of coping strategies and coping
processes when faced with a range of differ-
ent stressors. Key findings were that adaptive
coping is linked with agency, autonomy,
meaning and purpose, as well as social sup-
port, care, and student-centered teaching and
learning. On the other side, maladaptive cop-
ing is related to external control, perfor-
mance-orientation, contingent self-worth,
stress, pressure, anxiety, and risk behavior
such as perfectionism, obsessiveness, and
overtraining.

Conclusion

A key conclusion is the evidence-based need
for a paradigmatic shift into more student-
centered teaching and learning in dance. We
found signs of this shift already in practice-
based action research interventions and case-
studies in the field. These focused on testing
out new strategies, to embodied somatic
learning, skill acquisition, enquiry-based and
student-centered learning, agency, and co-
production in performance, and enhancing
the 21st century skills of critical thinking, crea-
tivity, communication, and collaboration.
However, we are questioning if these studies
and examples are representative of the ‘few
eager and progressive’ instead of ‘the many’
in the dance field, since the evidence identi-
fied many instances of conservatoire-style
dance teaching where the student must con-
form to the ideal requirements of the tradi-
tion, culture, identity-roles and way of instruc-
tion and learning. Also, evidence from re-
search on dance students’ and dancers’ health
and well-being underpin many occupational
hazards and some ethical challenges. This



highlights that perhaps pedagogical change is
not that reflected in parallel outcome data.

Performance culture and teaching paradigms
are controllable and changeable. Hence,
teacher education in dance is key, which
should be evidence-based and about more
than syllabus and dance-technical methodol-
ogy. Also, a key could be to carry out more re-
search-based pilot projects and practice-based
interventions from ‘within’ to aid the imple-
mentation process and to systematically learn
from best practice.



Introduction

Resilience and Ethics in Dance Educa-

tion (REDE) Overarching Project
Resilience and Ethics in Dance Education
(REDE) is a research project initiated by the
academy of dance, at Oslo National Academy
of Arts (KHiO). The future goal of the project is
to establish a national center of excellence in
teaching (Senter for fremragende utdanning).
The REDE center aims to empower dance stu-
dents and strengthen their future professional
potential. The project will approach this vision
by exploring means and strategies for learning
that can a) strengthen the learning environ-
ment in dance and b) educate resilient, reflec-
tive and ethically aware dance artists who can
work sustainably and professionally, both in-
dependently and as part of collective pro-
cesses. Over the last decade, the importance
of resilience and mental health, ethical chal-
lenges and distribution of ownership and
power have altered the approach to teaching
at the Academy of Dance as well as in the pro-
fessional field of dance in general.

Like dance itself, resilience is a complex and
holistic objective, which intersects and relates
to physical and mental health and wellbeing,
confidence building, and motivation in a learn-
ing situation. It is based on embodying crafts
and skills, passed on through teaching and
learning, and supported by artistic and contex-
tual knowledge and insights. The objective of
ethics, or ethical awareness and thinking in
dance education, interferes with any consider-
ations or decisions regarding artistic expres-
sions, means and practices, work life and com-
munity, both educationally and professionally.
Ethics is a serious and pressing issue for an art
form that ontologically has the body at its cen-
ter. Discussions on discrimination, identity,
power and equality are performed and mani-

1 Munn, Z., Peters, M. D., Stern, C., Tufanaru, C., McArthur, A.,
& Aromataris, E. (2018). Systematic review or scoping review?

fested as bodily realities and are as such di-
rectly interrelated and entangled with the ob-
jectives of ethics.

This scoping review is an initially step towards
the REDE center, to create a research -based
foundation for the REDE center and future
REDE projects.

REDE Scoping Review

Research evidence synthesis involves the ag-
gregation of available information using well-
defined and transparent methods to search,
summarize, and interpret a body of literature?.
A scoping review is a relatively new approach.
The purpose of a scoping review is to provide
an overview of the available research evi-
dence without producing a summary answer
to a discrete research question®.

The REDE Scoping review aims to answer
broad questions and examine existing litera-
ture and other sources of information (i.e.,
master and phd thesis) on REDE relevant top-
ics. It will also would include findings from a
range of different study designs and methods.
As the field of Dance Science is a relatively
new research area, a scoping review can be a
particularly useful approach since few com-
prehensively reviewed topics exist.

Specifically, the REDE scoping review aims:

v To examine how research is con-
ducted in the two REDE topics (meth-
odology)

v To identify the types of available evi-
dence in the field of (a) teaching and
learning in dance and (b) dance and
mental health

v To identify key characteristics or fac-
tors related to the two REDE topics in
order to inform best practice

v To identify and analyze knowledge
gaps and to prepare future research
for the REDE center

Guidance for authors when choosing between a systematic or
scoping review approach. BMC medical research methodology,
18(1), 1-7. 416-418



Teaching and Learning in Dance

The REDE project aims to put the lens on
pedagogical and ethical perspectives re-
lated to dance education and dance pro-
duction. Historically, teaching and learning
in dance has been rooted in the appren-
ticeship learning tradition. This is charac-
terized by being experienced-based, with
hierarchical structures, authoritarian and
teacher-led teaching methods, and learn-
ing based on content-delivery, imitation,
and critical feedback.>3

However, over time, new pedagogical re-
search and trends in society, such as sus-
tainability, feminism, diversity, holism, col-
laboration, and increased focus on mental
health, have inspired dance education to-
wards a more progressive and holistic
dance pedagogy*. Hence, today’s dance ed-
ucation is positioned between the dis-
courses of traditionalism and progressiv-
ism*. Themes and tensions discussed in-
clude, for example:

a) How the ongoing tensions be-
tween tradition and innovation af-
fect teaching and learning in dance

b) The impact of individual-based
master-apprentice relations versus
collective, non-hierarchical, and in-
quiry-based communities of dance
practice on teaching and learning
dance

c) How ethical perspectives, such as
close relationships, asymmetric
power relations, gender issues, di-
versity, conditional regard, and
performance orientation, are re-
flected in teaching, learning, and
performing dance.

d) How the tensions between the

2 Burwell, K. (2013). Apprenticeship in music: A contextual
study for instrumental teaching and learning. International Jour-
nal of Music Education, 31(3), 276-291.

3 Lakes, R. (2005). The messages behind the methods: The au-
thoritarian pedagogical legacy in western concert dance tech-
nique training and rehearsals. Arts Education Policy Review,
106(5), 3-20.

tacit, embodied and taken for
granted vs. reflection, articulation
and critical thinking are reflected in
teaching and learning dance.

Dance and mental health

The WHO has defined mental health as fol-
lows: "a state of well-being in which the in-
dividual realizes his or her own abilities,
can cope with the normal stresses of life,
can work productively and fruitfully, and is
able to make a contribution to his or her
community”.

Thus, REDE is conceptualized in the context
of dance and health, especially within per-
formance psychology and dance science.
The latter is an ever-growing international
research field, based in sports psychology,
sports science, medicine and pedagogy. It
promotes and enables evidence-based re-
search in dance and encourages the dance
field to be firmly rooted in evidence-based
knowledge. This also entails viewing danc-
ers and the dance field as holistic entities.

The REDE scoping review aims to connect
and contribute to the dance science field.
Themes discussed include, for example:

a) The impact of dancers’ personal,
psychological and mental factors

b) The impact of various stressors and
challenges connected to a dance
career and dance culture as a
whole

c) How to manage stressors such as
pressure, stress, expectations by
means of coping strategies, recov-
ery and self-compassion

d) The role of resilience through posi-
tive psychology, creativity, and mo-

4 Dragon, D. A. (2015). Creating cultures of teaching and learn-
ing: Conveying dance and somatic education pedagogy. Journal
of Dance Education, 15(1), 25-32.



tivational quality for optimal func-
tioning and artistic performance

e) The impact of educational environ-
ments on mental health and well-
being

Research Questions
The REDE scoping review has two research
guestions related to each of the REDE topics.

Topic 1: Teaching and learning in dance

RQ1: What characterizes the teaching and
learning in western theatre dance?

RQ2: How does the teaching and learning tra-
dition impact on identity, interrelationships,
agency, teaching practice, and ethics in dance
students, dance teachers, and professional
dancers?

Topic 2: Dance and mental health

RQ1: What are the mental health statuses and
challenges in Western theatre dance students,
teachers, and professional dancers?

RQ2: Which factors influence, impact, or relate
to dance students’, teachers’, and dancers’
mental health?



Methods

The scoping review applied a systematic ap-
proach to test or confirm the relevance and
quality of evidence and identify gaps and
trends in the current evidence®. Additionally,
the PRISMA® guidelines supported the screen-
ing and analysis process, resulting in a flow
chart presenting an overview over the under-
taken procedures.

Contrary to literature reviews, scoping reviews
are informed by an a priori protocol (see ap-
pendix 1) and often include exhaustive search-
ing for information’.

Context & Population

We have used the concept of western theatre
dance to align with the study portfolio of the
department of dance at KHiO. Western thea-
tre dance tradition is artistic dance developed
in western Europe from the renaissance pe-
riod and forward. It focuses on dance as art
and consists of the development and profes-
sionalization of the current dance genres such
as classical ballet, jazz dance and contempo-
rary dance.

To target the context of this dance tradition
we have included concepts such as vocational
dance, professional dance, (classical) ballet,
jazz (dance), contemporary dance (incl., im-
provisation, creativity), modern dance, and
performing arts.

Concretization of the population:

We wanted to target different stakeholders in
the tradition of western theatre dance and in-
cluded samples of dance students, dancers,

5 Munn, Z., Peters, M. D., Stern, C., Tufanaru, C.,
McArthur, A., & Aromataris, E. (2018). Systematic
review or scoping review? Guidance for authors
when choosing between a systematic or scoping
review approach. BMC medical research methodol-
ogy, 18(1), 1-7. 416-418

5 Arya, S., Kaji, A. H., & Boermeester, M. A. (2021).
PRISMA Reporting Guidelines for Meta-analyses
and Systematic Reviews. JAMA surgery.

pre-professional dancers, professional danc-
ers, vocational dancers, dance teachers and
dance leaders.

Age: 13 and upwards

Search Strategy & Procedure

The search strategy of a scoping review is an
iterative process of several phases. The pro-
cess consisted of an initial search screening, a
main search screening and a supplemental
manual search screening. To assist this pro-
cess, we collaborated with the library at KHiO,
who completed the initial ad main screening
procedures.

Eligibility criteria
v Peer reviewed studies in scientific
journal from 1980-present

v Master and PhD theses from Norwe-
gian or Nordic context

v Research written in Nordic or English
language
v Original research and reviews

v Including samples of dance students
and professional dancers in the con-
text of western theatre dance (ballet,
jazz, contemporary) at age 13 and
older and dance teachers from the
same context

v Relevant to answer the research ques-
tions

Initial screening

Prior to performing the actual search, the ini-
tial procedure was twofold and consisted of
first determining suitable search terms based
on those deemed relevant by the research

7 Munn, Z., Peters, M. D., Stern, C., Tufanaru, C.,
McArthur, A., & Aromataris, E. (2018). Systematic
review or scoping review? Guidance for authors
when choosing between a systematic or scoping
review approach. BMC medical research methodol-
ogy, 18(1), 1-7. 416-418



protocols and second of identifying which da-
tabases to utilize.

Identify search screening terms

Based on the eligibility criteria of source mate-
rial, key terms for the search string were for-
mulated in both English and Norwegian. The
search string was then employed in each data-
base in accordance with their respective sys-
tem parameters. The search terms were
tested individually and in various combina-
tions to ascertain the viability of each within
the search string. Since the scoping review
consists of two different topics, an attempt
was made to devise two separate search
strings, one for each topic. In order to demar-
cate the two strings, the search at this stage
included outcome criteria in addition to popu-
lation and context. This proved detrimental to
the results, and a decision was made to apply
the outcome criteria only during the subse-
guent screening to separate the two topics.
Therefore, the search strategy after this stage
did not make a distinction between the two
topics, instead a combined search string was
used to extract as many relevant results as
possible for the scoping review as a whole.

The final search string in English consisted of
these terms and combinations:

("dance student*" OR dancer* OR "dance
teacher*" OR "dance leader*" OR "ballet stu-
dent*" OR "ballet teacher*" OR "ballet
leader*") AND ("western theatre dance" OR
"dance education" OR "dance pedagog*" OR
"classical ballet" OR "jazz dance" OR "contem-
porary dance" OR conservato* OR "talent
identification" OR "development in dance" OR
"aesthetic learning" OR apprentice*)

The first part of the string consists of the
terms related to the population, while the sec-
ond consists of those related to the context.
By a trial-and-error process a number of terms
were removed that, although relevant to the
project itself, were deemed unsuited to the
search, and the results retrieved. The ra-
tionale was that some additional non-relevant

results were preferable in comparison to los-
ing some relevant results.

In order to retrieve these and similar material
from a Norwegian context, a search string
consisting of terms translated into Norwegian
was used in Oria (BIBSYS). Limiters for this
search were: “Date of publication: 1980-“, and
“Material type: “Bgker, Artikler, Master-
oppgaver, Doktorgradsavhandlinger, Avhan-
dlinger, Bokkapitler”.

The reason for not including a limit on date of
publication in the other databases was simply
that the differences in results were negligible.
Since Oria consists of a larger number of dif-
ferent types of bibliographic resources, many
dating back to before the 1980s, the limiter
was deemed necessary for this search. Oria
does not fully support extensive truncation so
the search string had to be modified to opti-
mize the search. The final search string in Nor-
wegian consisted of these terms and combina-
tions:

(danse* OR ballett*) AND (danseundervisning
OR undervisning OR dansepedagogikk OR pe-
dagogikk OR dansedidaktikk OR didaktikk OR
danseutdanning OR utdanning OR lzering OR
"hgyere utdanning" OR jazzdans OR "klassisk
ballett" OR “scenisk dans” OR samtidsdans)

Database searches

Certain databases were excluded due to inad-
equate search capabilities, and in a few cases
due to lack of institutional access, e.g., Scopus.
The following electronic databases were
searched using this search string:

v Academic Search Ultimate (EBSCO-
host)

v International Bibliography of Theatre
and Dance (EBSCOhost)

v Education source (EBSCOhost)
v ERIC (EBSCOhost)

v SPORTDiscus (EBSCOhost), Medline
(EBSCOhost)

v PSYCInfo (Ovid).



The chosen limitations for each search within
the databases were: “Apply equivalent sub-
ject” and “Peer reviewed only”.

Main search screening

The final searches were conducted on 16 Feb-
ruary 2021 and yielded the following number
of retrieved results:

Table 1. Database search

EBSCOhost International Bibliography of Theatre and Dance 1065
Education source 635
ERIC 318
Academic Search Ultimate 617

SPORTDiscus 580

Medline 214
Ovid PSYClnfo 139
BIBSYS Oria 325
(DUO) (56)

This amounts to 3893 results prior to the re-
moval of duplicates using Endnote. Note that
the results from DUO are not included in this
total (see the following paragraph).

To increase exhaustivity when locating poten-
tial theses or dissertations in Norwegian, a
search was conducted in the DUO and NTNU
Open repositories. Due to the limited search
capabilities in each repository, the search
string was considerably simplified. Addition-
ally, there is no function for exporting search
results, which necessitates a manual ap-
proach. The relative specificity of the subject
matter made it clear that a broad search in
DUO would enable the retrieval of all relevant
material, while at the same time a manual se-
lection process in the search result list would
not be overly time-consuming. The terms used
in the DUO search were: danse* OR ballett*.
This yielded 56 search results, which is a man-
ageable amount for manual selection. The
search functionality in NTNU Open was deter-
mined to be unsatisfactory. However, NTNU
maintains a list of all master’s theses pub-
lished in connection with their dance program
which number 57 publications in total. That
makes a search unnecessary since the relevant

material can more easily be identified by man-
ually browsing these publications. Other eligi-
ble sources included Google Scholar and
Idunn, which were excluded based on low rel-
evance and/or limited search capabilities. In
the case of Google Scholar, a combination of
restrictions in the search interface combined
with lack of export functions made it unman-
ageable for this particular project. Finally, a
number of journals where a manual search
was necessary were identified: “Nordic Jour-
nal of Dance”, “Journal of Research in Arts and
Sports Education”, and “Dance Articulated”
(formerly named “Pa Spissen”). The reason
was that they contained material not electron-
ically indexed in any of the databases. This in-
cluded searching the physical issues of the
journals in question.

Identifying and removing duplicates

The identification of duplicates was performed
in Endnote on 25 February 2021. By a process
of elimination using different criteria to detect
similarities, the total number of duplicates
amounted to 1865, leaving a total of 2028
unique references. Due to the built-in sensitiv-
ity of the de-duping function in Endnote, some
duplicates were not detected. However, the
margin of error was deemed to be within ac-
ceptable limits and the few remaining dupli-
cates could be spotted and removed during
the screening process.

Table 2. Duplicates

Total number of references 3893
Number of duplicates identified and removed 1865
Final amount of references after de-duping 2028

The file which contained the 2028 references
was then uploaded into Rayyan where the
screening process took place.

Additional manual search screening

An additional manual search has been con-
ducted to detect and implement articles and
theses either recently published (2020-) or un-
detected by the initial search. Specific univer-



sity databases such as DUO and Oria and jour-
nals like the Nordic dance Journal and Journal
for Research in Arts and Sports Education
have been screened with the following terms
and combinations:

«Dance*OR ballet*»OR «dans* OR ballet»
«*dance» dance» OR «*dance OR ballet*» OR
«*dance» OR «performance art OR classical
ballet».

Additionally, another general search in Google
Scholar with the following search string have
been conducted:

«Performing art* Western dance theatre
dance» OR «Performing art* contemporary

Consequently, 41 additional articles and the-
ses were included.

Data Analysis

Identification of relevant studies

The search results were imported into Rayyan
for screening. Rayyan is a free web and mobile
app, which “helps researchers to expedite the
initial screening of abstracts and titles using a

process of semi-automation while incorporat-
ing a high level of usability” (p. 1).
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A blind function in Rayyan enabled the two re-
searchers to screen and label all identified ar-
ticles without prior knowledge to the prefer-
ences and choices taken by each other. The la-
bels used and previously agreed on were 1 for
teaching and learning and 2 for mental health.
On conclusion of the first screening, a third
party removed the blind function, thus making
inclusion and exclusion choices by each re-
searcher visible and ensuring trustworthiness
in the process®. Thereafter, the researchers
discussed articles they disagreed on during

80uzzani, M., Hammady, H., Fedorowicz, Z., &
Elmagarmid, A. (2016). Rayyan—a web and mobile
app for systematic reviews. Systematic reviews,
5(1), 1-10.

%Swann, C., Keegan, R. J., Piggott, D., & Crust, L.
(2012). A systematic review of the experience, oc-
currence, and controllability of flow states in elite
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the blind function screening. This resulted in
the following inclusion/ exclusion criterias'® :

v Low quality and/or little evidence-
base in the research

Wrong population
Wrong outcome
Wrong publishing type

Wrong language

DU U O N

No or limited availability

As a result, 64 additional articles were ex-
cluded from the review.

sport. Psychology of Sport and Exercise, 13(6), 807-
819.

0swann, C., Keegan, R. J., Piggott, D., & Crust, L.
(2012). A systematic review of the experience, oc-
currence, and controllability of flow states in elite
sport. Psychology of Sport and Exercise, 13(6), 807-
819.
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Wrong publication
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Hoffmann TC, Mulrow CD, et al. The PRISMA 2020
statement: an updated guideline for reporting sys-

tematic  reviews.
10.1136/bmj.n71

BMJ

2021;372:n71. doi:
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Categorization

In order to organize the included findings of
the blind function screening, the researchers
met for a peer debriefing to discuss the arti-
cles and their labels. In this process, they cre-
ated tables organizing the studies into logical
categories which served as a base to analyze
findings in these categories'?. Afterwards, the
researchers read each article or its abstracts
and sorted them by the characteristics identi-
fied in the content®3.

Tables 3-4. Presenting an overview over the
different methods applied in the included arti-
cles

Apprenticeship learning methods
wvisw  Theory based Frac

Seurce Literas

Methadological table
baed Practice

Theory basad

Tables 5-6. Presenting an overview over the
population and nationalities being subject in
the articles

12 Walker, L. F., Thomas, R., & Driska, A. P. (2018).
Informal and nonformal learning for sport coaches:
A systematic review. International Journal of Sports
Science & Coaching, 13(5), 694-707.

12

REDE age, level & natonality
e

Tt Adrica

1129 gzatert

1730

L]

The Nethedands

Iran

Table 7. An overview of the journals in which
the articles have been published.

REDE Tidskrift oversikt

Tidskrift antall studier Arstall nivd NSD Impact factor Quality 1-6

Journal of Dance Education ®

Research in Dance Education
26

Journal of Dance Medicine

and Science 17

Dissertation abstract
International

Theatre, Dance and
Performance Training 6

NTNU open

UBIRA e-theses 5

Collections of Canada

Dance Research Joumal

Medical Journal of
performing Arts 3

Journal of Dance & Somatic
Practices

13 Walker, L. F., Thomas, R., & Driska, A. P. (2018).
Informal and nonformal learning for sport coaches:
A systematic review. International Journal of Sports
Science & Coaching, 13(5), 694-707.



Tables 8-9. Presenting an overview over the
topics represented in the articles

Thematic analysis

After the categorization process was con-
ducted and discussed, both researchers ana-
lyzed each their section thematically. Such a
thematical analysis was undertaken to identify
and uncover general trends, red threads and
overall, general conclusions that could be
gained from the scoping review.

There are various methodological ways in how
to examine data and synthesize, conceptualize
or gain new insights based on previously con-
ducted systematic research®** (Booth et al,
2016% Gough et al 20173).

In a synthesis process, the researchers try to
identify or discover patterns in the data

14 Booth, A., Sutton, A., & Papaioannou, D. (2016).
Systematic approaches to a successful literature
review.
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(Booth et al, 2016) or compare and contrast,
for example, results and methods.

Synthesis usually entails three approaches: a
gualitative approach, a quantitative approach
and an integrated approach.

For this scoping review, the researchers have
chosen to integrate and present results by
means of a qualitative and thematic approach
(Booth et al, 2016), which seemed to be a
common procedure, especially when studies
are heterogenic as in this case.

Applied method within the thematic analysis

1. Identify and develop descriptive themes
across the included studies

2. Within case-approach which entailed sum-
marizing studies within a topic based on
content, population, results a.m.

3. Between case-approach which entailed de-
veloping overarching analytical topics aim-
ing towards the research questions defined
in the protocol

4. Meta-analysis which entailed identifying
general research gaps, missing information
and overarching findings and gaps in terms
of quality, in-between tensions a.m.



Results

General overview over the identified
studies

Specifically, the REDE scoping review aimed:

v To identify the available evidence in
the field of (a) teaching and learning
and (b) dance and mental health”

v To examine how research is con-
ducted in the two REDE topics (meth-
odology)

v To identify and analyze knowledge
gaps and prepare future research for
the REDE center

Methodological overview

Overall, both topics have shown a prevalence
in empirical studies. As visible in the diagram
below, there were more practical studies and
theoretical based research undertaken within
teaching and learning. Mental health, on the
other hand, was revealed to include very few
practical investigations or interventions. In
both topics only 4 literature reviews have
been identified.

Tables 10. Teaching and learning research de-
sign

B Practice based
[T Literature reviews

60

Yl Empirical based
Theory based

45

30

15 1
. 7
| ...

Studies
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Table 11. Mental health research design

M Practice based [ Empirical based

[0 Literature reviews Theory based
100
75
50
25
0 ;—L !

Studies

Most studies in Teaching and learning applied
a mixed method approach (38 in total), fol-
lowed by interviews (17), questionnaires (8),
interventions (5) and literature-based investi-
gations (6). Only a few adopted methods such
as written reflections (1), peer reviews (1) and
assessments (1).

Table 12. Teaching and learning methodology

@ Questionnaires

Scale and Tests
@ Written reflection
& Interventions

<5

@ Interviews
@ Mixed

@® Assessments
@ Peer observations
@ Literature based




Table 13. Mental health methodology

® Interviews

@ Questionnaires

@ Interviews & Questionnaires
Mixed

® Scales

@

@

Screenings

Inventories

Interventions
» Dance protocol

Diaires
© Tests 28
@ Unknown or not specified

Interviews were identified as the most used
method in the mental health section (33), fol-
lowed by a mixed method approach (28),
questionnaires (26) or interviews and ques-
tionnaires combined (11). Only a handful of
studies applied approaches such as screening
(5), scales (2), inventories (3) or interventions

(2).

Journals

A wide variety of journals have been repre-
sented in the screening process. The Journal
of Dance Education has published most of the
included studies in this review (49), followed
by Research in Dance Education (27) and Jour-
nal of Dance Medicine and Science (17). Fewer
articles have been distributed by Dissertation
abstract international (6), Theatre, Dance and
Performance Training (6), NTNU Open (5),
UBIRA e-theses (5) and other journals such as
Dance Research Journal (4) and Frontiers in
Psychology (3).

Overall, the quality of the published articles
varied, independent from the journals or the
number of published studies represented in
the diagram. A journal could, for example,
present a wide range of topics in its portfolio
but appeared to have fewer clear demands in
terms of rigor, structure and reporting of re-
sults, which were then hard to clearly identify.
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Table 14. Journal overview

B Journal of Dance Education

I Research in Dance Education

I Journal of Dance Medicine and Science
Dissertation abstract international

B Theatre, Dance and Performance Training

B NTNU Open

I UBIRA e-theses 50

I Frontiers in Psychology
I High ability studies
Sex roles 25

Collections of Canada
* Dance Research Journal
Medical Journal of Performing Arts 375 —
B Journal of Dance & Somatics
12,5

I i II.:' s B2

Population

Pre-professional dance students have been
the most researched population in both topics
(Teaching and learning: 35; Mental Health:
46).Perhaps unsurprisingly there were more
dance teachers represented in Teaching and
learning (21) while more Professional dancers
have been studied within mental health (21).

Both topics had several studies examining
mixed populations (Teaching and learning 12;
Mental health 20).

Table 15. Teaching and learning population

@ Professional
Recreational
@ Dance teachers

@ Pre-professional

@ Mixed

@ Dance teacher students
@ Unknown/ not eligible




Table 16. Mental health population

@ Professional
Talent development
® Dance teachers

@ Pre-professional
@ Mixed
@ Recreational

@ Retired professionals
12 Nl

The represented age groups varied within the
two topics. However, many studies in Teach-
ing and learning didn’t enclose the age of their
population (52) while dancers aged 10+ have
been the most represented population in
Mental health (44), followed by 18+ (36).
Overall, very few dancers over the age of 25+
have been represented in both topics.

Table 17. Teaching and learning age-range

B Uknown & 18+ M 10+ 25+

0 15 30 45 60
Table 18. Mental health age-range

M 10+ @ 18+ [ Uknown
W 30+ MW 45+

25+

37,5 50

16

Nationalities

While many countries have been represented
in both topics, the UK (Teaching and learning:
17; Mental health: 35) and USA (Teaching and
learning: 26; Mental health: 24) have been the
two countries contributing with most pub-
lished peer-reviewed articles in this scoping
review. This was followed by Canada (5 and 10
studies respectively), The Netherlands (5 and
2) and Australia (8 and 3).

Norway (11 and 7 studies respectively) has
contributed with the most studies from the
represented Scandinavian countries (Sweden:
2 and 4; Finland: 3 and 3).

Table 19. Teaching and learning nationalities

USA

UK

Norway

Canada 30
The Netherlands
Australia

Sweden

Finland

15
Mixed 7.5 I
China
8 llﬁla Ll i |

Brazil
Spain
Estonia
Korea

Table 20. Mental Health nationalities

m
c
=

USA

Canada

Australia 40
Norway

Sweden 30
Greece

The Netherlands 2g
South America
Germany 10
Spain

Finland

Ireland

Czech Republic
Portugal

Turkey

Switzerland

Japan

Il'l
| | BE222adl111111



Results from the Thematic Analyses

Specifically, the REDE scoping review aimed:

v To identify the types of available evi-
dence in the field of (a) teaching and
learning in dance and (b) dance and
mental health

v To identify key characteristics or fac-
tors related to the two REDE topics in
order to inform best practice

v To identify and analyze knowledge
gaps and to prepare future research
for the REDE center

In this result section, we have organized the
presentation in two parts: 1) teaching and
learning in dance and 2) dance and mental
health. However, the two topics overlap and
relate to each other.

Maladaptive
coping
Pressure, Stagnation,
Frustration, burnout,
drop-out

Psychological
ill-being
Poor physical and
mental heaith, in-
creased mjury risk, in-
creased risk for devei-
oping eating disorders

Variables: Motivation
(&
Emotional ntelligence
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Figure 2. Thematic overview representing
overall findings

Additionally, due to the identification strategy,
some studies concern both topics, for exam-
ple, focusing on a mental health topic, but
looking at the issue in light of the culture of
teaching and learning in dance (e.g., the asso-
ciation between learning styles and eating dis-
orders). Hence, some studies are analyzed
within both sections.

We start by describing the culture of teaching
and learning in dance, as an overarching
theme directly and indirectly affecting the fol-
lowing themes within both teaching and learn-
ing (topic 1) and mental health (topic 2) in
dance (see Figure 2).

In the general discussion section, we will take
on a meta-perspective and discuss the situa-
tion of Resilience and Ethics in Dance Educa-
tionasa
whole
and
draw on
both the
sub-sec-
tions of
thematic
anal-
yses.

Coping strategies
& mental skills

Agency, autonomy,

meaning & purpose
= Social suppori, care &

teaching & learning
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Topic 1: Teaching and Learning in dance

In this section we present the main themes of the the-
matic analysis: 1) Dance culture and philosophical
pedagogy, 2) Teaching, 3) Learning, 4) Being, and 5)
Talent development in dance.

RQ1: What characterizes the teaching and learning in
western theatre dance?

RQ2: How does the teaching and learning tradition im-
pact on identity, interrelationships, agency, teaching
practice, and ethics in dance students, dance teachers,
and professional dancers?

Dance culture, sociology, and philosophical peda-
gogy (24 studies)

The review evidently illustrates that dance practice is
culturally constructed (Alterowitz, 2014; Aalten, 2005;
Pickard, 2012; Rimmer, 2017; @stern, 2017). In a soci-
ology lens, the world of dance can be considered a
subculture with its own rules and regulations that of-
fers a prototype of the narrative of ‘being’ (Aalten,
2005). The process of embodied internalization into
the dance culture is at its core and notable in these
sociological framed studies. One becomes a ‘dancer’,
socialized into an internal ‘language’, a type of ‘collec-
tive’ belongingness, and mutual common practices.
Being a dancer is a state of being where the ‘job’ life
and personal life is intertwined (Alten, 2005; De-
melius, 2003). The job is not a means to an end, but
the mean in itself, and important identified aspects
are discipline and training, physical challenges, self-
development, self-actualization and the spiritual grati-
fication in expressing dance (Demelius, 2003). Fur-
thermore, within the world of dance, different cultur-
ally constituted sub-cultures of dance practices exist
(i.e., genres & specific techniques) that are linked to
different aesthetics (i.e., body image, movement qual-
ity, identity categories, learning processes), ethics
(i.e., power and agency), and worldviews in general
(Alterorwitz, 2014; @stern, 2017). For instance, the
culture of ballet, is described in the literature as a
‘greedy’ institution and extremely time and energy
consuming activity that offers an almost ready made
story that is hard to ignore, like entering a convent
(Aalten, 2005; Alterorwitz, 2014; Pickard, 2012). In
contrast, the subculture of contact improvisation rep-
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Fact box:

Dance as social practice: Bourdieu’s & Foucault’s theories
The concept of ‘habitus’ inclines reproducing existing social
structures. Habitus is the dispositions that are structured
by ‘one’s past and present circumstances, such as family
upbringing, educational and social experiences (Rimmer,
2017). Bourdieu links agency with social structure, by using
the concepts of capital and field, and described through
the process of habitus. Physical capital, in the form of body
shape, manner and posture, is socially produced, and the
acquisition of physical capital is essential in domains where
the body matters, as in dance. In the dance culture, re-
search has identified fixed ideas such as body image, be-
havior, gender roles, teaching style and learning processes,
asymmetric power relations etc. Your body gives you more
or less capital within the dance culture (Rimmer, 2017).
The concept of ‘doxa’ refers to the things that are taken for
granted, as in socializing processes, whereby the natural
and social world appears as self-evident (goes without say-
ing because it comes without saying). The tacit culture in
dance is evident (Dragon, 2015). Doxa relates to a social
randomness that is reproduced in social institutions, struc-
tures, and culture as in Dance, traced in minds and bodies,
expectations, and behavior (Wainwright et al., 2006). The
content and practice of doxa is dependent upon what are
one’s habitus (Rimmer, 2017).

Foucault talks about how one came to look at the body
very differently from the beginning of modernity, with the
‘Enlightenment period’ and the focus on scientific progress.
The body became an instrument that could be analyzed,
controlled, and scientifically explained, for example, in
terms of medicine and anatomy. Foucault addressed and
critiqued the extremes of standardizing bodily behavior
that has characterized institutions such as military schools,
prisons, and mental hospitals; he believed that schools are
primarily designed to train docile (passive) citizens, which
are bodies that are self -regulated and habituated (Altero-
witz, 2014, Green, 1999, 2000, 2003). Foucault shows how
this strive for normality works on the level of maintaining
power and control through the indirect punishment of feel-
ing shame and non-affiliation in a hierarchy where normal-
ity is the most valued feature (Andresen, 2011). The review
includes studies that explores how dance has been taught
traditionally in the institutions of dance education in rela-
tion to this instrumentalist view of the body (Andresen,
2011; Green, 2003).

resents a sub-culture of non-hierarchical, collabora-

tive and inquiry-based shared dance practices

(Schupp, 2011).



Table 21. Overview over the two main paradigms in dance education influencing teaching and learning

Philosophy

Modernism epoque: science, objectivity, rationalism, in-
dustrialism, urbanization, institutionalization, bureaucrati-
zation

Individualism: performance- and skill oriented
Universalism: systems of standardized techniques, bodies,
gender, behavior

Nationalism: eurocentrism, colonialism

Postmodernism epoque: uncertainty, subjectivity, situated, technology
and media, ‘hyper-reality, diversity, hybridity, fragmentation, commer-
cialism

Pluralism: Socialism, equality, non-hierarchical

Situated & contextualized: diversity of perspectives, practices, bodies,

and expressions

Globalization: internationalization and local sub-cultures, relativism

Aalten, 2005; Alterowitz, 2014; Andresen, 2011; Demelius, 2003; Dragon, 2015; Green, 2000, 2003; Haines & Torres, 2016; Haraldsen et al., 2019, 2021;
Harrington, 2020; Lakes, 2005; Lindblom, 2020; Minton & Hofmeister, 2010; Morris, 2003; Pickard, 2013; Rimmer, 2017; Roche & Huddy, 2015;
Rothmund, 2019; Rowe & Xiong, 2020; Schupp, 2011; @stern, 2017; @stern & Irgens, 2018; Wainright et al., 2006

Teaching

Conservatoire model: top-down, inherited practice, sociali-
zation process, hierarchical structures, teacher-centered,
asymmetric power

Authoritarian teacher: the ‘masters’ reproducing tradition,
based on tacit & experienced-based teaching

External control: shaping students, bodies

Static curriculum: content & tradition focused, skills-, tech-
nigue-, steps-, repertoire-oriented, given, static content
Delivery and imitation; reproducing tradition, lecture-and-
test, do-drill-adjust-repeat

Result-and performance oriented: competitive, perfor-
mance goals

The arts above the student: Dance as performance art

Democratic model: holistic, humanistic, student-centered, feminism,
non-hierarchical, equality

Authoritative teacher: mentoring, supervisor, facilitator

Internal control: agency, autonomy, empowerment

Emergent curriculum: based on movement principles, evolving and indi-
vidualized

Constructivism: active and self-regulated learning, inner awareness, self-
inquiry, somatic practice

Process-oriented: inquiry-based, exploring, creativity, reflection, situ-
ated, collaborative learning, human goals

The students above the art: Dance as education

Alterowitz, 2014; Andersson, 2016; Andresen, 2011; Andrzejewski, 2008; Assandri, 2019; Bibik, 1993; Chen et al., 2017; Chua, 2017; Clegg et al., 2017,
2019; Cuellar-Moreno & Caballero-Julia, 2019; Dragon, 2015; Duffy & Beauty, 2019; Englund & Sandstrom, 2015; Fortin et al., 2002; Green, 1999, Har-
aldsen et al., 2019, 2020, 2021; Hefferon & Ollis, 2006; Hellem, 2017; Huddy & Stevens, 2014; Keinanen, 2003; Lakes, 2005; Larsen, 2015; Leijen et al.,
2008, 2009; Minton & McGill, 1998; Morris, 2003; Nordgard & Haugland, 2014; Rafferty & Wyon, 2006; Ribeiro & Fonseca, 2011; Ritchie, & Brooker,
2019; Rimmer, 2017; Roche & Huddy, 2015; Rothmund, 2019; Rowe & Xiong, 2020; Pickard, 2012; Sims & Erwin, 2012; Schupp, 2011; Tsompanaki &
Benn, 2011; Van Rossum, 2004; Warburton, 2010; @stern, 2017; @stern & Irgens, 2018
Learning Competence: Given, bounded, specific system/technique, Competence: constructed, free, generic principles/open-technique, indi-
normative, defined, particular vidual, undefined, holistic
Behaviorism and cognitivism: knowledge is transmitted Constructivism and social-cultural learning: knowledge is constructed
from instruction, passive role, knowledge and content- by student, active role, inquiry-based
based Student-centered: needs/person-centered self-regulated, critical reflec-
Teacher-led and controlled: subject centered, monitoring, tion and agency
control, and discipline Collaborative and supportive learning climate: Interaction, collabora-
Individualized and competitive learning climate: competi- tion, sharing
tive, ego-oriented, individualized
Alterowitz, 2014, Andresen, 2011; Andersen, 2018; Berg, 2017; Bibik, 1993; Bolles & Chatfield, 2009; Dolva, 2012; Dragon, 2015; Green, 1999; Haraldsen
etal.,, 2019, 2020, 2021; Higdon & Stevens, 2017; Larsen, 2015; Leijen et al., 2016; Lin et al., 2019; Minton & Hofmeister, 2010; Minton & McGill, 1998;
Petsilas et al., 2020; Rimmer, 2017; Risner, 2000; Ritchie & Brooker, 2019; Roche & Huddy, 2015; Rothmund, 2019; Schupp, 2011; Seago, 2020; Spohn &
Spickard Prettyman, 2012; Weber, 2009.
Being The performance narrative:
Identity categories: stereotype categories, the 24/7 per-

The holistic narrative:
Identity categories: pluralism, diverse identity categories, holistic -based

former, single/narrow — identity, performance-based iden- identity

tity Gender views: feminism & queer -based ideals of diversity

Gender views: stereotype gender roles Motivation: task-involvement, autonomous motivation, intrinsic motiva-
Motivation: ego-involvement, controlled motivation, per- tion & flow

ceptions of performance climate
Aalten, 2005; Alterowitz, 2014; Bibik, 1993; 2019; Chua, 2017; Clegg et al., 2018 2019; Duffy, 2020; Demelius, 2003; Fitz, 1999; Green, 1999, 2000, 2003;
Haraldsen et al., 2019, 2020, 2021; Harrington, 2020; Hefferon & Ollis, 2006; Higdon & Stevens, 2017; Khudaverdian, 1998; Lakes, 2005; Morris, 2003;
Nieminen et al., 2001; Pickard, 2012; Ritchie & Brooker, 2019; Risner, 2002; Slater & Tiggemann, 2002; Wainwright et al., 2006; @stern & Irgens, 2019;
@stern, 2017;
Positive: increased learning outcome, student engagement and motiva-
tion, agency and empowerment, autonomous motivation, flow, enhance
creativity and reflection, internal focus, resilience, vitality, self-esteem,
growth and thriving.
Negative: students highly socialized in the traditionalism way find the
progressive way frustrating, waste of time, and demotivating.

Positive: offers a rich social life within, meaning and pur-
pose, spiritual gratification
Negative: conflict between living and dancing, stereotype
and restricted identity, conditional self-worth, lack of
agency, self-denial, anxiety, burnout, physical and emo-
tional distress,
perfectionism, controlled motivation, obsessiveness, dys-
functional habits, stress, pressure, abusive environments,
loss of creativity and thriving
Aalten, 2005; Alterowitz, 2014; Andresen, 2011; Bibik, 1993; 2019; Chua, 2017; Clegg et al., 2018 2019; Duffy, 2020; Demelius, 2003; Fitz, 1999; Green,
1999, 2000, 2003; Haines & Torres, 2016; Haraldsen et al., 2019, 2020, 2021; Harrington, 2020; Hefferon & Ollis, 2006; Higdon & Stevens, 2017;
Khudaverdian, 1998; Lakes, 2005; Morris, 2003; Nieminen et al., 2001; Pickard, 2012; Ritchie & Brooker, 2019; Rimmer, 2017; Risner, 2002; Rothmund,
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A teacher, as a member of a such a profession,
is socialized into traditions and power struc-
tures that may reinforce certain assumptions,
worldviews, and practices. In the dance field,
these assumptions, worldviews, and practices
are, in addition, clearly embodied. In teaching
dance, methods of teaching and learning are
found to be silently embedded into dance
classrooms experiences without explicity of-
fering explanations to students of the origins,
purposes, or philosophies underlying these
methods (Dragon, 2015; Haraldsen et al.,
2020). The socialization is not only about ways
of seeing the world but is also about being in
it in certain ways, embodying and often pass-
ing on dance pedagogies that have crossed
your way. As such the social learning also indi-
rectly shapes our ethics (Dragon, 2015, @stern
& Irgens, 2018). An history of an experience
based apprenticeship-learning tradition-
"teaching the way you were taught’- is evident
in several studies (e.g., Alterorwitz, 2014; An-
dresen, 2011; Green, 2003). Anecdotal evi-
dence from participants suggests that ballet
pedagogy has not evolved at the same rate as
changes in the other art forms, nor has it fully
reflected the increasingly socially aware soci-
ety in which the art form exist (Dragon, 2015;
Lindblom, 2020; Morris, 2003; Rowe & Xiong,
2020).

For the dance student or the dancer, the pro-
totype of being in the specific context of
dance education and training, might become
the prevalent norm system for self-surveil-
lance of proper behavior (Andresen, 2011,
Green, 2003). The dance student is expected
to conform to the norm both in appearances,
dress code, and manner of training the body
as well as how to move and how to behave in
the dance studio according to the specific
dance technique in question (Green, 2017,
@stern, 2017). Green (1999; 2000; 2003) con-
cludes: “this shift towards surveillance, and
particularly self-surveillance, has been effec-
tive in training docile dance performers, but
not so effective in producing dance artists
who take ownership of their bodies and artis-
tic processes” (Green, 2003, p. 39). Findings of
a study from the Norwegian context confirm
the existence of an unconscious docility, espe-
cially from the teachers own experiences.
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However, the teachers expressed they would
be interested in making some changes from
their own dance education, and they wished
to encourage individuality and challenge exist-
ing norms (Andresen, 2011).

Fact box:

How authoritarian pedagogy in dance might look like
“The authoritarian personality structure harbors such char-
acteristics as low opinion of human nature, punitiveness,
fatalism, contempt for the weak, cynicism, aggression, an
ironic submission to authority, intolerance for ambiguity,
and projection, ascribing to another person attitudes pre-
sent in oneself. Specific authoritarian teaching behaviors
evidenced in dance technique classes and rehearsals range
over many examples. They can include rote imitation and
repetition over time with unchanging verbal prompts from
the teacher. They can escalate to humiliation of students
for making errors, screaming, sarcasm, mocking, belittle-
ment, barbed humor, and bullying. Questions are dis-
missed or squelched, and the questioners degraded. Some
teachers exhibit preoccupation with arbitrary behavioral
control, engage in unfair or negative comparisons to other
students, encourage rivalries, refer to adult students as
“girls” and “boys,” and use other forms of infantilization or
patronization. Others employ inappropriate personal at-
tributions not based on fact or comments that violate pri-
vacy codes, including some shaming or denigrating com-
ments about students’ weight, build, or body type. Then
there is the alternative of silence or withholding of feed-
back and responses or, at the least, giving only backhanded
compliments. Teachers exhibit frustration and impatience
if there is no immediate and continued mastery of the ma-
terial presented; some ignore certain students, or storm
out of the room in an exasperated rage out of disappoint-
ment or anger. Some even engage in physical abuse in the
form of hitting, slapping, or punching body parts with a
hand or a stick. Both physical actions and verbal attribu-
tions that seek to render the student powerless are often
delivered in a demeaning fashion. These messages can be
transmitted to dance students through direct verbal lan-
guage, adjunct verbal asides, and tone of voice, or through
unspoken forums such as the use of silence, eye usage, and
eye contact (or lack thereof). They can be transmitted
through body language, as in particular kinds of posture or
gesture. They can also be conveyed through the choice of
classroom activities” (Lakes, 2005, p. 4).

Hence, the worldviews, or the overarching
paradigms in the dance culture set important
frameworks of teaching and learning in dance.
The scoping review has identified two main
educational paradigms that can be traced to



different practices and experiences of teach-
ing, learning, and being as a dance student,
dancer, or a dance teacher: traditionalism and
progressivism.

Educational traditionalism is linked to the
‘modernism’ or ‘modernity’ epoque described
in the theory of sociology (i.e., Giddens). It is
an era characterized by scientific thought, ra-
tionalism, individualism, a focus on industriali-
zation, urbanization, institutionalization, bu-
reaucratization and technical development,
and a rejection of some traditional and meta-
physical values. In the field of dance, we can
see this in three distinct characterizations; uni-
versalism (i.e., systems of standardized tech-
niques for all, standardized bodies and gender
identities), individualism (i.e., self-realization
of own potential, individual performance and
skill- development), and nationalism (i.e., eu-
rocentrism, colonialism; @stern, 2017). Tradi-
tionalism is typically linked to traditional au-
thoritarian and conservatoire-style dance
teaching utilizing a hierarchical, teacher led
and authoritarian approach through which the
student must conform to the ideal require-
ments of the tradition, culture, identity-roles
and conventional technique (Alterowitz, 2014;
Dragon, 2015).

On the other hand, the ‘post-modern’ or
‘post-modernity’ epoque, is a movement of
oppositions towards the modernism values, of
skepticism, irony, or rejection toward all that
is describes as the grand narratives and ideo-
logies associated with modernism (Alterowitz,
2014; @stern, 2017). The educational progres-
sivism is inspired by post-modernity, but also
by critical theory and progressive pedagogy
(i.e., democratic, feminism, public, and social
pedagogy; Alterowitz, 2014; Dragon, 2015;
Hofmeister, 2019; Rowe & Xiong, 2020;
Schupp, 2011). These pedagogies embrace
less hierarchical models of instruction, crea-
tion, and performance strategies that encour-
age individual inquiry, self-discovery, and col-
laboration to challenge traditional, patriarchal
teaching strategies and to replace them with
strategies that promote equity among all stu-
dents in the classroom (Alterowitz, 2014). Re-
cently, the concept of 21 century skills (i.e.,
critical thinking, creativity, communication,

22

and collaboration) is been associated with the
progressivism paradigm, with the gaze to-
wards the future (Alterowitz, 2014; Minton &
Hofmeister, 2010; Rowe & Xiong, 2020). In the
field of dance, the progressivism paradigm fo-
cuses on situated and contextual local
knowledge, uncertainty and doubt, subjectiv-
ism, diversity of perspectives, practices, bod-
ies and expressions, dialogue, critical reflec-
tion, and agency and alternative power struc-
tures. (Dragon, 2015; @stern, 2017).

Fact box:

Characterizations of progressive pedagogy in dance:

- Individualized teaching and learning

- Body, mind, and emotions are integrated in a holistic way

- Encourages agency, self-learning, learning to learn

- Knowledge gained through the body, embodied learning

(holistic view on knowledge)

- To incorporate historical and cultural perspectives in the

dance practices (to learn in, with, though, and about the

arts)

- Aim is human development, not only performance goals

- Practices include improvisation, creative processes, re-

flective practice, inner awareness, use of anatomy, kinesi-

ology, and physiology

- Emergent curriculum, dance curriculum based on move-

ment principles, not specific technique, steps, repertoire.
(Dragon, 2015)

Teaching (45 studies)

Teacher-centered vs student-centered teach-
ing (18 studies)

Findings demonstrate that teaching dance has
to a great extent been based on the tradition-
alistic view. In two studies of Norwegian
dance students a dance culture underpins the
docile body (Andresen, 2011; Nordgard &
Haugland, 2014). This led to a reproduction of
skills and delivery of choreographic material
rather than individual explorations and indi-
viduation by enabling the student’s ability to
think, act, be creative and different from oth-
ers (Andresen, 2011; Nordgard & Haugland,
2014). In another study of Norwegian bache-
lor students in classical ballet, the teachers
were viewed as authority figures and gate-
keepers, holding a lot of power (Haraldsen et
al., 2020, 2021), which align with international



findings (Green, 1999) of dance teachers
wanting to be endlessly admired and wor-
shipped (Keinanen, 2003). From the young
dancers’ perspective this seems to be inter-
preted as ‘nothing is good enough’, ‘you’re
not allowed to make mistakes’ and ‘it’s not
perfect yet’, alongside an evident behavior of
constant searching for the teachers’ condi-
tional regard and approvement (Pickard,
2012).

Also, findings linked to traditionalism teaching
reveal a preoccupation on developing tech-
nique over the process of engaging in style
and choreographic material (Morris, 2003),
where the teachers’ role is delivery of perfor-
mance goals. When dance is taught only as
the replication of steps, as a closed system in
which the ends are preset and the outcomes
tightly controlled, the kind of inquiry, imagina-
tive thinking, and discovery necessary for pro-
fessional dance artist of the 21st are delayed
(Rimmer, 2017; @stern, 2017).

Furthermore, the authoritarian pedagogical
practice was found to be maintained through
socialization, something actively promoted to
students as a pedagogic ideal (Rowe & Xiong,
2020). Similarly, there seems to be a lack of
awareness and focus of the ‘how’ of teaching,
and studies have identified the existence of a
lot of ‘hidden curriculum’ (Lakes, 2005; @stern
& Irgens, 2018). Paradoxically, ‘how’ teaching
and learning dance and choreographic pro-
cesses are led and organized, seem to matter
the most regarding the quality of student ex-
periences (@stern & Irgens, 2018). When com-
paring experiences of dance teaching and cho-
reographic processes, there seem to be more
positive experiences from participating in cho-
reographic processes than in dance technique
classes (Haraldsen et al., 2020; @stern &
Irgens, 2018). Negative associations were as-
sociated with experiences of colonization,
brainwashing, being used, distrust, copying,
limiting, hierarchical lines, disempowerment,
fixating, and non-dialogical working methods
(@stern & Irgens, 2018).

However, there is recent evidence of an ongo-
ing shift towards a more student-centered and
progressive teaching paradigm in current
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dance education. In the Western societies we
can see these changes over a period of the last
fifty years and probably most evident in the
last decades (Dragon, 2015). These changes
are evident both in the education of dancers
as well as in the demands of dancers in the
professional working field today (Andresen,
2015). In Norway, the shift is evident in the
2006 curriculum reform, documented by a
shift of focus away from dance as only tech-
nique and performance towards dance as an
academic discipline. In dance teaching, we
have seen the shift in the way technical, crea-
tive, and reflective aspects of dance have
been integrated (Andresen, 2015). Further-
more, the teaching based on this curriculum,
are found to be highly student-centered
(Larsen, 2015). Today, professional dancers
are not just expected to be instruments for a
choreographer. They are expected to take
part in and contribute to the creative process,
and many choreographers are interested in
letting their dancers express themselves as in-
dividuals in the dance. This requires a more
student-centered approach (Andresen, 2011).
When students and dancers engage in such
progressive practices, research findings docu-
ment enhanced experiences of freedom,
meaningfulness, non-hierarchical lines, mutual
respect, transformative learning, personal de-
velopment, listening, and collaboration
(Nordgard & Haugland, 2014; @stern & Irgens,
2018.

Reflective practice is one important character-
ization of student-centered teaching. Teachers
seem to incorporate a variety of methods to
support their students’ reflection processes.
The teaching methods most often used were
the following: a) teachers asking questions
and providing feedback, b) peer-feedback ac-
tivities, c) individual and group discussions,
and d) viewing and analyzing video recordings
of students’ practices (Leijen et al., 2008).
However, research shows that there are some
challenges in applying reflective practice in its
full sense in dance teaching (Leijen et al.,
2008, 2009). Additionally, the type of reflec-
tion used so far the most is a reflection on
how to apply technical concepts and princi-
ples. Whereas facilitating student reflections



on awareness of oneself and bodily possibili-
ties, the role of own personality, identity, and
cultural background in relation to practice
seemed to be less used and were seen by
some dance technique teachers as the respon-
sibility of the students alone, something that
had to be addressed outside of class (Leijen et
al., 2008). In another study of dance teachers
that explored the challenges they encoun-
tered with students in their pedagogical prac-
tice of reflection, findings identified the fol-
lowing obstacles: a) general difficulties (i.e.,
low reflective experience, lack of writing skills,
dealing with personal stuff), b) difficulties de-
scribing an experience (i.e., observing skills,
discrepancy between doing and awareness), c¢)
difficulties evaluating an experience (i.e., wait-

ing for the teacher to provide feedback, nega-
tive focus, lack of criteria for evaluation) and
d) difficulties relating to multiple perspectives
(i.e., self-centered, shyness, lack of independ-
ence). Additionally, it seemed difficult for stu-
dents to question teachers’ comments and au-
thority and share their own ideas with class-
mates (Leijen et al., 2009).

Practice-based pilot studies exploring pro-
gressive dance education

During the past 20 years, intervention studies
and action research on dance practice explor-
ing how to apply a more progressive dance
pedagogy in practice as well as investigating
effects of these practices have been published.

Table 22: Practice-based pilot studies within a new pedagogy

Alterowitz, G. (2014). Toward

a feminist ballet pedagogy:

Teaching strategies for ballet

technique classes in the
twenty-first century. Journal

of Dance Education, 14(1), 8-

17.

Andersen, H. (2018). Somat-
ics, Transfer Theory, and
Learning: Six Case Studies.
Journal of Dance Education,
18(4), 164-175.

Berg, T. (2017). Ballet as So-
matic Practice: A Case Study
Exploring the Integration of
Somatic Practices in Ballet
Pedagogy. Journal of Dance
Education, 17(4), 147-157.

Teaching ballet in a non-authoritarian
manner, examining a pedagogical ap-
proach in which alternative teacher—stu-
dent relationships are created and prac-
ticed. Strategies that encourage individ-
ual inquiry, self-discovery, and collabora-
tion.

This mixed methods study investigates
the juncture of dance science, somatics,
and contemporary modern dance train-
ing, and how they intertwine with learn-
ing processes and skill execution through
transfer theory focusing on the ‘how’ in
the process and dancers’ understanding
of their own movement potential, ena-
bling a reflexivity in their ability to adapt
to different environments and move-
ment vocabularies.

This case study highlights the teacher’s
unique teaching method called IMAGE
TECH for dancers (ITD) and offers evi-
dence to support ITD as a somatic ap-
proach to ballet pedagogy. This data illus-
trates the pedagogical innovation in-
volved in the teacher’s communication
with her ballet students, which moves
away from traditional authoritarian
teaching practices to develop autono-
mous, creative, and empowered dancers.
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Greater comprehension comes from
learning with both mind and body, en-
hanced engagement, and motivation.

The results show dancers’ participation
in the eight-week somatic training work-
shop yielded growth in learning and skill
execution in all participants. This growth
was exhibited in overall skill improve-
ment and partial skill improvement. A
transfer of learning from knowledge into
technical skills is best facilitated by see-
ing images, dialoguing, bringing aware-
ness to movement through imagery, so-
matic training, and verbal cuing, giving
and receiving feedback.

The integration of somatic practices in
ballet training has the potential to use
the dancers’ internal awareness of kines-
thetic sensation as a tool. The teacher’s
kinesthetic advice accompanied the im-
ages used in ITD, fostering flexibility
within the vocabulary to facilitate the ad-
aptation of the concepts for individual
dancers, subsequently shifting the au-
thority from teacher to student.

Classical bal-
let course in
HE- setting

BA students
at HE- dance
education,
age 18-25

One ballet
teacher and a
class of stu-
dents at a
post-second-
ary institution
offering a
Bachelor of
Fine Arts de-
gree



Lin, Y. N., Hsia, L. H., Sung, M.
Y., & Hwang, G. H. (2019). Ef-
fects of integrating mobile
technology-assisted peer as-
sessment into flipped learn-
ing on students’ dance skills
and self-efficacy. Interactive
Learning Environments, 27(8),
995-1010.

Minton, S. C., & Hofmeister,
J. (2010). The International
Baccalaureate Dance Pro-
gramme: Learning skills for
life in the 21st century. Jour-
nal of Dance Education,
10(3), 67-76.

Petsilas, P., Leigh, J., Brown,
N., & Blackburn, C. (2020).
Creative and embodied
methods to teach reflections
and support students’ learn-
ing. In Dance, Professional
Practice, and the Workplace
(pp. 47-66). Routledge.

Rimmer, R. (2017). Negotiat-
ing the rules of engagement:
exploring perceptions of
dance technique learning
through Bourdieu’s concept
of ‘doxa’. Research in Dance
Education, 18(3), 221-236.

Ritchie, A., & Brooker, F.
(2019). Democratic and Femi-
nist Pedagogy in the Ballet
Technique Class: Using a So-
matic Imagery Tool to Sup-
port Learning and Teaching of
Ballet in Higher Education.

In the present study, an approach which
integrates mobile peer assessment into
flipped learning is proposed. A 9-week
experiment was conducted to explore
the effects of the approach on students’
dance skills, self-efficacy, and learning
satisfaction

This study explores how a group of Inter-
national Baccalaureate (IB) dance stu-
dents constructed meaning from their
dance experiences.

We describe a project that introduced
the use of creative methods for teaching
reflection and reflective practice.

Explored the use of enquiry-based learn-
ing approaches to teaching dance tech-
nique in higher education. Grounded in
transformative and constructivist learn-
ing perspectives, such approaches at-
tempted to develop students’ reflective
thinking skills, with a view to enabling
them to become active agents of their
learning in dance technique

Testing progressivism teaching and learn-
ing ballet technique through a somatic
imaginary tool; using dialogue, discus-
sion, and self-authorship.
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The results indicated that the students Undergradu-
learning with the integrated mobile peer = ate students
assessment and flipped learning ap- from three

proach had better dance skills than those | general edu-

cation dance
classes, all be-
ginners

learning with the conventional flipped
learning approach and traditional in-
struction. In terms of self-efficacy and
learning satisfaction, the students learn-
ing with the conventional flipped learn-
ing approach outperformed those learn-
ing with the traditional instruction. How-
ever, the flipped learning approach inte-
grating mobile technology-assisted peer
assessment did not significantly improve
the students’ self-confidence.

IB Dance stu-
dents

Similarities and connections were found
between the themes identified from the
IB Dance experiences, and the 21st-cen-
tury skills of being accountable, flexible,
socially responsible, communicative, cre-
ative, collaborative, self-directed, and a
critical thinker who can reason, make
choices, and solve problems.

Students at
Rambert
School of
dance

Findings showed that the dedicated re-
flective practice sessions were of value to
the dance students, but the level of un-
derstanding of the relevance of struc-
tured reflective practice varied. In order
to support reflective practice at every
level, it needs to be an integrated part of
the culture.

HE- dance
technique
class

Upon arriving at university, the students
had formed pre-conceived ‘doxic’ under-
standings of dance technique, shaping
their perceptions of how they were ex-
pected to behave in technique classes.
Describing technique as being ‘rigid” and
‘set’, the students appear to identify it as
being distinct from other areas of dance
education such as choreography and im-
provisation. the students appear to per-
ceive each teacher to have their own
‘style’ of teaching, requiring them to en-
ter classes with ‘different head[s]. The
students were not as challenged by the
enquiry-based learning approaches as
anticipated, and consequently the doxic
understanding of dance technique largely
remained intact.

Increased learning outcome, clarity in Classical bal-
movement, increased fluency, increased

student engagement and motivation

let course in
HE- setting



Journal of Dance Education,
1-8.

Roche, J., & Huddy, A. (2015).

Creative adaptations: inte-
grating Feldenkrais principles
in contemporary dance tech-
nique to facilitate the transi-
tion into tertiary dance edu-
cation. Theatre, Dance and
Performance Training, 6(2),
145-158.

Schupp, K. (2011). Informed
decisions: Dance improvisa-
tion and responsible citizen-
ship. Journal of Dance Educa-
tion, 11(1), 22-29.

Seago, C. (2020). A study of
the perception and use of at-
tention in undergraduate
dance training classes. Re-
search in Dance Education,
21(3), 245-261.

Spohn, C., & Spickard Pretty-
man, S. (2012). Moving is like
making out: Developing fe-

male university dancers’ bal-
let technique and expression

through the use of metaphor.

Research in Dance Education,
13(1), 47-65.

Weber, R. (2009). Integrating
semi-structured somatic
practices and contemporary
dance technique training.
Journal of Dance & Somatic
Practices, 1(2), 237-254.

A project that introduces somatic learn-
ing approaches, primarily from Feld-
enkrais Method and Hanna Somatics, fo-
cusing on ‘creative autonomy’ and in-
cluding important processing skills: prob-
lem solving, critical thinking, collabora-
tion, persistence, adaptability, and au-
tonomy.

Examined a constructivist approach to in-
tegrating responsible citizenship and
dance improvisation. Through participat-
ing in improvisational and sociopolitical
tasks and comprehensive written reflec-
tion, students new to improvisation were
better able to understand their choice-
making processes.

A main aim of this research has been to
develop strategies for encouraging
agency in young dancers’ through ex-
plore awareness of attentional choices in
undergraduate dance students.

This qualitative study explored the use of
metaphor within a somatic context as a
means to bridge the divide between
technique and expression. Imagery is a
common teaching tool employed by
dance instructors and somatic practition-
ers to help students learn skills, to pro-
mote creativity, and to develop dance
students’ technique, artistry, and overall
performance. Metaphors have the po-
tential to engage dance students in ac-
tive learning since students must inter-
pret the metaphor and then respond
with physical action

The research, consisted of a series of so-
matically informed contemporary dance
technique classes in order to allow stu-
dents more tools from which to build a
healthy, embodied practice. Working
within either of these frameworks, prac-
titioners rely on the autonomy of cli-
ents/students to realign and re-pattern
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The students reported that they initially
felt insecure, vulnerable, and intimidated
due to not knowing each other. The pro-
cess helped them to begin to know each
other, which supported the transition
into university. The sessions helped stu-
dents to focus their attention on per-
sonal development rather than establish-
ing a competitive working environment,
and they became more reflective.

Their participation led to increased
growth as improvisers, greater sociopo-
litical awareness, and a better under-
standing of how they make informed de-
cisions. This article offers insightful and
helpful information about pedagogy that
advances artistry, advocacy, and self-
awareness.

It was evident that students possessed
only a limited awareness and had not
previously considered the effect of differ-
ent modes, targets, and qualities of at-
tention. The intervention helped stu-
dents to access different kinds of atten-
tion and they felt more able to cross-ref-
erence experiences and practices. In-
creased attentional awareness enabled
progress in their dancing which en-
hanced their understanding and perfor-
mance.

Findings indicate that the use of meta-
phors helped female students simultane-
ously realize their expressive and tech-
nical potentials through associations with
meaningful personal experiences. Ballet
technique became less about the labor
involved and more about creating oppor-
tunities to experience pleasure in move-
ment. Ultimately, students were able to
formulate their own metaphors and used
their imagination to establish personal
connections to movement. These find-
ings suggest the power of metaphor, and
broader somatic approaches, as tools for
ballet educators to help students trans-
cend the dualism between technique and
expression.

Results of the study included students'
displaying enhanced bodily connection,
creativity, confidence, and critical under-
standing of tenets underlying somatic
work, as well as some implications for
dance technique. Students became more
aware and embodied; felt empowered

First year’s
student in HE-
setting

dance major
classes in HE-
setting

undergradu-
ate HE- dance
students (3
male/13 fe-
male), identi-
fying as white
British, con-
temporary
dance

Undergradu-
ate advanced
intermediate
ballet classes

a first-year
college dance
programme,
us



through somatic awareness of what feels

pleasurable or ‘good’.

Teaching style, teacher characteristics, lead-
ership style (18 studies)

A group of studies investigated different
teaching styles. Two studies with reference to
Chelladurai's Multidimensional Model of Lead-
ership was identified (it measures leader be-
haviors in five dimensions: Training and In-
struction, Democratic Behavior, Autocratic Be-
havior, Social Support and Positive Feedback).
The first, (Van Rossum, 2004) revealed that
while the characteristics of the ideal teacher
were very similar for both teachers and stu-
dents, large differences appeared in the rating
of daily class activities. In the second study,
Rafferty & Wyon (2006) discrepancies were
found between teachers' and students' per-
ceptions as well as differences between stu-
dents' perceptions in Training and Instruction,
Democratic Behavior, Autocratic Behavior and
Positive Feedback, but not in Social Support.
Both dance students and dance teachers con-
sidered training, instruction and positive feed-
back the most important dimensions of the
ideal dance teacher pitched toward future
profession (crossed by more than 68% of the
students and 90% of the teachers). To these,
one should add the following qualifications:
supportive, interest in student as a person,
positive, motivating, geared toward pleasure
in dancing, passionate, and very critical. Struc-
tured was chosen by 95% of the teachers and
by 60% of the students (Van Rossum, 2004).
Students wished that their teachers would be
higher on training and instruction, democratic
behavior, and positive feedback (the highest
wish score) and lower on autocratic (control-
ling) behavior than the teachers delivered.
There were no significant main effects for gen-
der or dance style (Rafferty & Wyon, 2006).
Teachers appeared to present a more positive
sketch of their characteristic behavior than
students did in both studies (Rafferty & Wyon,
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and enjoyed a greater sense of well-be-
ing throughout their dancing; appreci-
ated tools for movement initiation; ex-
hibited new variety in movement quality
and patterns; and discovered greater cre-
ativity and autonomy within their dance
practice.

2006; Van Rossum, 2004). Furthermore, am-
bivalent support was found for the image of
the authoritarian, strict dance teacher in the
Van Rossum study in line with a recent Norwe-
gian study, set in a high-performance talent-
development program. However, clearly signs
of controlling conditions and authoritarian
teaching style with partial and unfair behavior
were evident together with signs of close rela-
tionships, care and support (Haraldsen et al.,
2020; 2021). In another international study,
there was no evidence found of differential
treatment of the students by the teacher
(Bibik, 1993). According to both teachers and
students, the ideal teacher favors democratic
behavior in line with the student- centered
and progressivism way (Van Rossum, 2004).

Another study investigated the use of the
Command Teaching Style (TS) compared to
the Problem-Solving TS (Cuellar-Moreno & Ca-
ballero-Julia, 2019) and found that the Prob-
lem-Solving TS is preferred by most students
(76.47%). Qualitative analysis of the inter-
views demonstrated that students preferred
the Problem-Solving TS because it gave them
greater freedom to work at their own pace,
contributing to the development of creativity,
cooperative work and vitality. In the case of
the Command TS, students who preferred this
TS indicated that a lack of practice and confi-
dence were the reasons behind their choice
(Cuellar-Moreno & Caballero-Julia, 2019).

In relation to typical identified general teacher
characteristics, the findings demonstrate the
teacher behavior (i.e., the desire to teach,
teaching focus, how to challenge students, in-
structional methods, and assessment strate-
gies) vary and are positioned within and
across both the two main pedagogical para-
digms (Haraldsen et al., 2020, 2021; Minton &
McGill, 1998; Sims & Erwin, 2012). The dance



teachers struggle to interconnect the world of
art, the world of education, and the world of
arts education (Andrzejewski, 2008). Most
time is spent on planning classes (41%) and
monitoring (18%), while only 1% was spent on
behavior management. Also, time spent on re-
sponse performance feedback (11%), presen-
tation (9%), organization (8%) motivation
feedback (2%), beginning/ending class (2%),
are low. The teachers whose students showed
a significant improvement in their perfor-
mance test spend more time on giving perfor-
mance feedback, motivational feedback, be-
ginning/ending class, and in behavior manage-
ment than other teachers (Minton & McGill,
1998).

Regarding the enhancement of student learn-
ing and motivation, a review study (Chua,
2017) identified four main important evi-
dence-based teacher characteristics:

(1) have deep content knowledge (Aujla, Nor-
din-Bates, and Redding 2014; Cairns 2010;
Chua 2015a; Garces-Bacsal, Cohen, and Tan
2011; van Rossum 2004).

(2) give affective support and positive, explicit
feedback (Aujla, Nordin-Bates, and Redding
2014; Chua 2015a; Garces-Bacsal, Cohen, and
Tan 2011; Pickard and Bailey 2009).

(3) influence students’ mindset that their
dance abilities are not entirely innate but
changeable (Chua 2015a).

(4) set high expectations and challenging ac-
tivities for students (Cairns 2010; Garces-
Bacsal, Cohen, and Tan 2011; Oreck, Baum,
and McCartney 2000).

Learning climate & motivational climate (6
studies)

Several Studies highlight that the interaction
between conditions (where you are) and per-
sonal factors (who you are) have shown to af-
fect performer’s motivation and psychological
functioning (Haraldsen et al., 2020; Hancox,
2014; Aujla et al., 2014, 2015; Quested &
Duda, 2009). Those motivational experiences
are multifaceted with autonomous motivation
being more psychologically robust and less de-
pendent on given conditions (Haraldsen et al.,
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2020). The latter is nurtured in a task or mas-
tery-oriented climate, where effort and per-
sonal as well as collective improvement is re-
warded, cooperative learning is encouraged,
the contributions of every dancer are
acknowledged and mistakes are responded to
with informational feedback instead of pun-
ishment both verbally and physically (Quested
& Duda, 2009; Aujla et al., 2014; Hancox et al.,
2017).

Findings showed that dance teachers sup-
ported mastery goals more than perfor-
mance/ego goals. However, when comparing
leisure and talent contexts, the talent center
motivational climates were perceived as more
task-involving and less ego-involving than local
leisure climates (Nordin-Bates et al., 2012), in
contrast to the findings from Norwegian con-
text (Haraldsen, 2019). Mastery-climate seems
to be facilitated through four teaching ap-
proaches; (1) enhancing understanding
(through scaffolding, emphasizing key con-
cepts, press, and proactive instruction), (2)
supporting learning and motivation (encourag-
ing help-seeking, showing enthusiasm, incor-
porating popular media, establishing the rele-
vance of class content, and self-disclosing), (3)
enhance a god teacher-student relationship
(showing interest in students, autonomy sup-
port, discretion and using humor), and (4) by
supporting classroom management (monitor-
ing and pacing, responding to help-seeking,
varying the participation structure in the class,
and moving around the room to establish
closeness to all of the students). In order to fa-
cilitate flow experience (i.e. performingin a
feeling of energized focus, full involvement,
and enjoyment) a qualitative study identified
that supportive, secure, and open learning en-
vironments (e.g., nonjudgmental, creative,
and open goals) were important flow-enhanc-
ing factors, whereas controlling conditions
seem to hamper or reduce flow experiences,
intrinsic motivation, and development of artis-
tic competence (Hefferon & Ollis, 2006).

In a recent Norwegian doctoral thesis of talent
development schools in classical ballet (based
on the framework of self-determination the-
ory) the findings revealed a typical high-per-
formance culture where controlling conditions



turned out to be quite common (Haraldsen,
2019). The control appeared to be more di-
rectly interwoven in rigid structures and rou-
tines (i.e., traditionalist way of teaching, the
‘doxic’ culture of dance), than in the interrela-
tionship between the teacher and the stu-
dents. However, autonomous motivation was
also facilitated through the Norwegian egali-
tarian over-arching culture, by close relation-
ships, by being partly student-centered, and
through focusing on artistic dimensions and
processes (Haraldsen et al., 2020).

The interrelationship between teachers and
students, ethics, and power relations (10
studies)

There are a few studies investigating the
teacher-student (or choreographer-dancer)
relationship in the context of western theatre
dance. In a recent action research study, the
value of ‘touching’ when teaching in a ballet
studio-based class was explored (Assandri,
2019). Findings showed that ‘touching’ was
widely accepted and desired if clear parame-
ters were explained and understood by both
teachers and students. Specifically, touching
should be short, occasional, and accompanied
with appropriate explanations (Assandri,
2019). In a sociological perspective linked to
Bourdieus’ concept of ‘doxa’ (i.e. the things
that are taken for granted and been implicit
socialized; Rimmer, 2017), findings show that
the traditional authoritarian structure and for-
mality of the dance technique are not easily
changed. (Rimmer, 2017). This was also con-
firmed in a longitudinal and ethnographic
study based on the experiences of 12 young
ballet dancers tracked over a period of four
years during the process of ‘becoming’ a ballet
dancer (Pickard, 2012). The results revealed
that the teachers, as having symbolic power,
used their power against the young dancers,
in the form of approving or disapproving (Pick-
ard, 2012). The same tendencies were also
found in Haraldsen’s (2019) doctoral thesis
from Norwegian classical ballet context,
where discrimination by teachers, based on
students’ competence, motivation and/or
obedience was reported by all interviewed
dance students (Haraldsen et al., 2020, 2021).
Finally, an American study that investigated
dance teachers’ beliefs (and use of) critical-
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thinking activities with high-advantage (able,
knowledgeable, motivated) versus low-ad-
vantage learners, established an ‘advantage
effect’ (Warburton, 2010). High-advantage
learners thus received enriched instruction
that resulted in high-level performance that in
turn made more enriched lessons more likely.

Hence, there exists evidence to claim that the
relationships between dancers and teachers
(or choreographers) are often defined by a
particular hierarchy in which the teachers or
choreographers hold more power than danc-
ers. However, these power dynamics have
been challenged since the 1960s through the
emphasis on more emancipatory artistic and
pedagogical practices. Yet, dance artists still
negotiate positions of power and control
(Duffy & Beauty, 2019). In a study of power
dynamics between dancers and choreogra-
phers, from the choreographers’ point of view
on the collaborative values and experiences
with the dancers, the findings are more nu-
anced and positive. A commonly held down-
side is that it often takes more time to collab-
orate, especially with dancers who may not be
open to or experienced with it (Duffy &
Beauty, 2019).

There are also two studies set in the Norwe-
gian dance education context (Hellem, 2017;
Rothmund, 2019), that contribute to this mat-
ter in the recent Norwegian context in addi-
tion to the doctoral thesis of Haraldsen et al
(2019). Findings from the study of upper sec-
ondary dance school (MDD), showed that re-
latedness was an essential part of the teach-
ing, and the dance teachers invested in a
close, supportive, positive, and student-cen-
tered relationship with their students. The
dance teachers seemed both aware and cogni-
zant of the ethical dilemmas in the power un-
balance and the risk in having a too close and
personal relationship with their students and
they mainly demonstrate use of this power in
a professional, ethically sound and positive
manner (Hellem, 2017). In the Rothmund
(2019) study, the inter-relationship was stud-
ied over a three-year period in a contempo-
rary dance bachelor program, showing that
the students view of the teacher’s role and
the relationship were changing and evolving



over the three-year period, in parallel with the
students own learning and development pro-
cess and their transformation towards in-
creased independence, agency and autonomy
(Rothmund, 2019).

Communication (3 studies)

Communication in dance, which is a highly
bodily practice, has not been a popular topic
for research. In a study that examined how
dance teachers expressed themselves verbally
in teaching situations, the findings demon-
strated that insights regarding the expressive
values of movement were communicated ver-
bally to a certain extent, but in a very vague
manner and in a way that was difficult for out-
siders to interpret (Englund & Sandstrom,
2015). Nonetheless the teachers assumed that
the students understood. In another study, ex-
ploring instructor feedback, it was found that
students were treated differentially based on
which dance genre they participated in, linked
to the teachers’ attitudes and beliefs towards
the genres. Students in the jazz class received
less instructive feedback than students in the
modern dance class (Bibik, 2006). Finally, in a
systematic review of the literature from the
embodied cognition theory, focusing on the
dancers’ perspectives (Ribeiro & Fonseca,
2011), communication styles during dance im-
provisation were investigated. Findings indi-
cated that when dancing, dancers share sub-
jective experiences that are filled by their
senses, memories, expectations, states, body
condition, personal history, space, and time. It
was suggested that dance improvisation is
characterized by the interaction and commu-
nication between bodies and the environ-
ment, as well as supported by affective and
cognitive systems (Ribeiro & Fonseca, 2011).

Curriculum (2 studies)

The scoping review identified only two master
theses, focusing on curriculum matters, both
from Norwegian dance programs in upper sec-
ondary school (MDD). Results documented
that the Norwegian curriculum in dance
(MDD) are a mix of traditionalism and progres-
sivism focusing on developing both the prac-
tice of dance technique, as well as improvisa-
tion, creative movement work and reflection

linked to dance and movement in all dance-re-
lated subjects (Andresen, 2015). The aim of
the Norwegian dance programs’ curriculum is
found to be holistic, integrating the whole
person in dance (not just the physical aspect).
It's designed to stimulate the students’ indi-
viduality and encourage them to question and
reflect upon their own dance practice. Thus,
dance as a subject has moved away from its
position as merely a subject of physical educa-
tion and gained status as a subject of the arts
(Andresen, 2011). In the other master thesis
(Larsen, 2015), which explored how the con-
cept of knowledge and competence in the cur-
riculum were understood and practiced in the
teaching, it showed a teaching practice apply-
ing a holistic view on knowledge and learning
that integrated intellectual, cognitive, physio-
logical, aesthetic, creative, and ethical per-
spectives (Larsen, 2015).

Assessment (3 studies)

Three studies focused on assessment in teach-
ing and learning, revealing that this is an area
that need to be both further developed and
studied. A study from higher-education con-
text, revealed that aside from the student
conferences on the faculty, most of the as-
sessment strategies were based on teacher in-
terpretation, and the majority of the students'
grades were determined by attendance, par-
ticipation, and attitude (Sims & Erwin, 2012).
In another study, teacher’s conceptions of
quality in relation to summative assessments
of dance knowledge in a Swedish upper sec-
ondary school, was explored (Andersson,
2016). The findings demonstrated that there
were no regulations on how teachers should
communicate the grades nor on the basis on
which grading was performed. However, there
was a common practice with grade confer-
ences and conversations between teacher and
student around the student’s achievement on
a specific course. In addition, the study identi-
fied that conceptions of quality were ex-
pressed through two pathways. Namely, the
teacher’s focus on abilities linked to dance
specific technique and syllabus, genre specific
movement principles, and general abilities like
effort, motivation, reflections and also
through views of dance knowledge progres-
sion. Additonally, the assessment by the



teacher was depended on his or her own ex-
periences or lack of experiences based on
background, education, dance tradition and
context (Andersson, 2016). Finally, in an effect
study that examined the effect of criteria-ref-
erenced vs. implicit formative assessment on
achievement in the arts, results showed that,
overall, criteria-referenced formative assess-
ment had a statistically significant, positive,
but small effect (d =.26) on students’ dance
achievement (Chen et al., 2017).

Theory vs. practice - linking dance science
and dance teaching (3 studies)

Anecdotal evidence from participants in sev-
eral studies suggest that ballet pedagogy has
not evolved at the same rate as changes in the
other artforms despite a rapid development
within dance science, nor has it reflected the
increasingly socially aware society in which it
exists in (Lindblom, 2020). One explanation
might be the way the educational system is
organized. Dance education programs that are
placed at a university, and especially those
that have close collaboration with the dance
science environment (i.e., dance medicine,
physiology, psychology and pedagogy), as in
the UK, have shown the best results and have
the most satisfied students (Tsompanaki &
Benn, 2011; @stern, 2017). In a comparative
study of the UK & Greece with different or-
ganizational levels of dance education®® re-
sults showed that the UK model contributed
the following — a)more critical thinkers to the
world of professional dance, b) a stimulated
breadth and depth of original research from
practitioners, c) educated, skilled dancers to
becoming better informed artists in education
and community contexts, and d) the pioneer-
ing of a higher education study model which
has been very successful (Tsompanaki & Benn,
2011). Further, UK students’ responses indi-
cated this model was attractive since, a) cre-
ated many possibilities across technical and
theoretical elements, b) teachers respected
students’ individuality, and c) encouraged and
challenged them to find their own artistry.
Students admitted this approach created a
non-competitive atmosphere. Conversely,

15 UK (Universities) BA, MA, teacher certification),
Greece (vocational institutions, not a HE- degree).
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Greek students were not satisfied with the
breadth of modules offered to them, and
many wished for change, but the teachers
didn’t have much motivation to become
agents of such a change. This directly affected
students’ learning experiences (Tsompanaki &
Benn, 2011). Same tendencies are identified in
a Norwegian study (@stern, 2017), which
found discrepancies between different orga-
nized higher education dance programs. Find-
ings revealed that dance programs based
more on traditional conservatoire models did
not offer enough time and space to the stu-
dents to develop own agency, reflection, and
own artistic voice (@stern, 2017). Experience
with dance science and research were also
sparce - only students taking a dance program
at a traditional University had proper experi-
ence with research, and they reported this to
be positive (@stern, 2017).

Teaching career perspectives (1 study)

Only one study has explored the experiences
of dance teachers’ career perspectives (Duffy,
2020). Teachers employed at higher education
dance faculties seemed to negotiate their ag-
ing bodies in a variety of ways and faced dis-
tinct challenges. 39% of the participants con-
firmed they experienced physical require-
ments difficulty, and 19% reported no diffi-
culty. The difficulties they experienced were
regarding diminished strength and flexibility,
with injuries and surgical procedures were of-
ten cited. Also evident were challenges with
emotional and mental processes as the teach-
ers moved through dance teaching careers, in
addition to issues of job security and identity.
(Duffy, 2020). Interestingly, mid-career dance
teachers seemed to experience more physical
and emotional pain than their senior counter-
parts, even though their bodies were younger.
Teaching demonstrations had been affected
by the aging process, from showing to indicat-
ing. The following negotiation strategies were
identified: a) various modes of strengthening,
stretching, and cross-training, b) resting, c) ap-
proaching teaching differently, d) adapting
workload requirements, e) adjusting the goals
of technique class and choreography, and e)



taking advantage of differing therapies (Duffy,
2020).

Learning (28 studies)

Competencies & knowledge production in
dance (3 studies)

Only three studies have explicitly examined
perceptions of competencies and knowledge
production in dance. One study examined how
higher education dance students in a first-year
jazz and modern dance class constructed their
self-perceptions of dance competence. A per-
ceived competence in dance scale was admin-
istered to the students. The findings showed
that 57.7% of the students’ competence per-
ceptions were congruent with the teacher’s,
whereas 42.3% were incongruent (15.3%
higher, 27% lower). Based on interviews,
these groups displayed distinct characteristics
regarding attribution for success, interpreta-
tion of feedback, and focus on classroom ac-
tivities. Rather than the teachers, the stu-
dents' self-perceptions and attribution pat-
terns in the learning context accounted for
their self-perceptions of competence (Bibik,
1993). In another study (Risner, 2000) in ex-
ploring the construction of knowledge by
dancers in the rehearsal process, identified
four significant ways of knowing: 1) knowing
as an ‘interpersonal construction’ highlighted
the collaborative nature of dance, 2) knowing
‘by doing’ focused on the know-how to dance,
something that was embodied and situated.
For the dancers it was impossible to know the
dance without being able to do it. 3) knowing
‘as memory’ focused on the body’s ability to
know and remember, and to put back to-
gether or to re-assemble the body. To remem-
ber was to re-organize the body specifically
for the dance at hand containing propositional
and practical knowledge that re-integrated
the mind and the body. Finally, 4) knowing ‘as
certainty’ was realising that to some degree
knowing was associated with a confidence de-
rived from being sure of oneself in rehearsal
and performance situations. To be unsure, it
seemed, was equivalent to not know. Each of
these thematic clusters overlapped one an-
other and represented different layers of
knowledge production in dance (Risner, 2000).
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A recent doctoral thesis from Norwegian
higher education in contemporary dance ex-
amined the perception of dance technique
and dance material in the students
(Rothmund, 2019). Technique may be under-
stood as a specific codified given system (i.e.,
traditionalism) or more as a generic practical
negotiated skill (i.e., progressivism). The find-
ings revealed that the students, instead of be-
ing positioned passively either in one of the
poles, negotiated in-between the two para-
digms, and experienced that the one did not
have to exclude the other. The negotiation
process was experienced as useful in the
learning process, since it forced the student
into an active situation of agency in their own
learning, dealing with the different experi-
ences of being socialized into a given tradition
creating an independent personal artistic
identity and way of expression (Rothmund,
2019).

Learning experiences within traditionalism
way (learning outside-in; 8 studies)

In line with the teacher centered way and tra-
ditionalism, several studies report evidence of
‘the old way’ of apprenticeship learning,
based on imitation, discipline, and control
where students are expecting to be taught as
their teachers were taught, and where teach-
ers demonstrate and the students do, and
then the students receive (critical) feedback
(Dragon, 2015; Haraldsen et al., 2019, 2020,
2021). Moreover, the students take on a pas-
sive role and are usually expected to follow or
obey the teacher without questioning meth-
ods or practices (Dragon, 2015; Green, 1999).
In another study comparing students within a
progressive way of teaching with students
within more traditional classes, findings re-
vealed that the students in creative dance
class made significant improvements in crea-
tive and critical thinking, but those in the
more traditional dance class did not make sig-
nificant gains in these two areas (Minton &
McGill, 1998).

The traditionalism way of teaching and learn-
ing are also closely connected to control and
discipline. Student responses in this way of
teaching and learning resonated with refer-
ence to a body ideal that disconnects from a



sense of an inner authority and echoes Fou-
cault's notion of discipline and structural con-
trol of the body through self and others’ sur-
veillance (Andresen, 2011, Greene, 1999).
Over time, with the teacher's eye constantly
on students, the students learn to discipline
themselves through self-regulation and un-
conscious habit (Haraldsen, 2020, 2021;
Green, 1999). This is also echoed in a Norwe-
gian study of perceptions of discipline in upper
secondary dance education (Dolva, 2012),
which concluded that discipline is understood
in relation to self-discipline and the ability to
achieve performance goals. Self-discipline is
an important goal in all dance genres (i.e., bal-
let, jazz, and contemporary), however disci-
pline is most visible in the ballet classes
(Dolva, 2012). Self-discipline reflects internali-
zation, which is the process where the stu-
dents take over the values and attitudes of the
dance subculture and make them as one’s
own so that socially acceptable behavior does
not have to be motivated by expectation of
external consequences but instead by intrinsic
or internal factors (Dolva, 2012). The same
tendencies were evident in a recent Norwe-
gian study of students attending a bachelor
program in classical ballet, where findings
showed high levels of introjected motivation
(i.e., driven by an internalized pressuring voice
of guilt, shame, or obligation) nurtured by a
controlling and performance-oriented teach-
ing style; Haraldsen et al., 2019, 2020, 2021).
Finally, also in a Norwegian study of MDD stu-
dents, some of the same tendencies were
found (Andresen, 2011). The students clearly
expressed how they were confused about
both being their bodies and at the same time
trying to objectify, control, and distance them-
selves from their bodies. The study shed light
on how the students strived to live up to an
ideal of normality, or perhaps perfection, and
how they were being self-punished through
feelings of shame for not living up to the ex-
pected ideal or failed in self-control and self-
discipline (Andresen, 2011). The study con-
cluded there was evidence of dancers that
were controlled and shaped both regarding
their physical bodies and their sense of iden-
tity through the discipline and foundations of
dance education, with reference to Foucault’s’
theoretical framework (Andresen, 2011).
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Learning experiences within progressivism
way (learning inside-out) (22 studies)

As documented in the range of intervention
and action research studies exploring ways of
implementing the new way of dance educa-
tion, the progressivism way (see details at
page xx), there are promising results for this
shift in dance education. The new way peda-
gogy is affecting the process of learning from
three perspectives linked to theory and re-
search: embodied, transformative and reflec-
tive learning.

The concept of embodied learning has, in the
literature, been connected to the evolution of
contemporary dance techniques as well as the
introduction of somatic practices into dance
training and dance education (Petsilas et al.,
2020; @stern, 2017)). There is an implicit no-
tion of the knowing existing within the doing,
and therefore embodied practice is at the
core, as ways of experiencing, being, partici-
pating, understanding, and communicating as
a body (Andersen, 2011). The experience of
being present in the dance practice, to not
think, is connected to autotelic flow-experi-
ences, a state where body and mind melt to-
gether as one, without an external focus, a
state associated with enhanced intrinsic moti-
vation and wellbeing (Rothmund, 2019). In the
doctoral work of Rothmund (2019), five
themes of embodied learning describing the
process of reaching this state of flow was
identified: 1) to listen to your body, 2) to ver-
balize bodily experiences, 3) to adjust move-
ments to your own body, 4) to integrate body
and mind, and 5) to identify your embodied
knowledge. The embodied dimension of learn-
ing dance was also evident in a study explor-
ing the intersection of the individual's imagery
ability, imagery use in dance training and per-
formance, and learning style. The findings
demonstrated that most dance students
showed relative ease when imaging. 79% of
the participants reported a preference for
“feeling” over “thinking” when gathering in-
formation for learning. The researchers con-
cluded that imagery may be a good pedagogic
tactic for reaching the embodied character of
dance learners (Bolles & Chatfield, 2009).



Dance scholars and practitioners highlight that
the language of movement and the verbal lan-
guage should not be muddled (Andresen,
2011). Both dance and verbal language are
considered cultural forms of representation.
They are actions with the potential to pro-
duce, express and communicate meaning. The
movement may be called text, the choreogra-
pher a writer, the dancer a performer and the
audience readers. However, it is important for
dance students to try to learn ways of verbal-
izing their physical experiences to communi-
cate and document bodily experiences or em-
bodied knowledge (Andresen, 2011). This is
emphasized in many studies - that despite the
embodied way of learning, it is vital in the
learning process of dance to connect the body
and mind (Andresen, 201; Nordgard &
Haugland, 2014; Leijen et al 2008, 2009, 2012,
2016; Rothmund, 2019). Reflections involve
guestioning existing assumptions, values and
perspectives that underlie people’s actions,
decisions, and judgements. The purpose of
guestioning is to liberate people from their
habitual ways of thinking or acting. The above-
mentioned practice-based studies have ex-
plored ways of verbalizing their physical expe-
riences to communicate and document bodily
experiences or embodied knowledge. In one
study the dedicated reflective practice ses-
sions was found to be of great value to the
dance students (Petsilas et al., 2020). Specifi-
cally, reflective practice was identified as a
process that had a positive impact on both
personal growth and dance practice of the in-
dividual student, as well as, through collective
and collaborative sharing of experiences, on
the development of the group as a self-effi-
cient ensemble (Petsilas et al., 2020). How-
ever, the level of understanding of the rele-
vance of structured reflective practice varied,
and the engagement with theoretical frame-
works represented a challenge to some stu-
dents. It seemed that the most beneficial dis-
cussions were when the large class cohort was
divided into two or three smaller groups
(Petsilas et al., 2020). In a study exploring re-
flective practice in ballet and choreography
students, results showed that 79% of the stu-
dents’ reflections focused on technical as-
pects, and the remaining 21% focused on
practical aspects, mainly concerned with the
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execution of technique (Leijen et al., 2012).
The majority of choreography students’ reflec-
tions (65%) focused on practical aspects of
their choreography and how their choreo-
graphic intentions were communicated with
the composition. Whereas 22% of the chore-
ography students’ reflections focused on the
technical aspects of their compositions, and
the remaining 13% reflections were character-
ized as sensitizing reflection. Furthermore, this
study revealed that the quality of reflection in
peer-feedback was on a higher level than the
quality of reflection in self-evaluations (Leijen
et al., 2012). Regarding the level of reflection
related to learning, choreography students’
reflections were on a higher level compared to
ballet students, since more often, students
presented justifications and critique than dis-
cussion and descriptive information (Leijen et
al., 2012). In another and more recent study
of how to facilitate reflective learning in uni-
versity dance students (Leijen et al., 2016), re-
searchers found guided reflection was more
effective as it enhanced the dialog and a
transformative level of learning, while un-
guided reflection produced only a descriptive
level of learning (Leijen et al., 2016). In a Nor-
wegian study, exploring ways of developing a
conscious attitude and agency towards move-
ment as expression in dance education, find-
ings showed increased awareness of commu-
nicational codes. Several of the dance stu-
dents also revealed new aspects of dance as
an art form through the process of verbal re-
flection (Andresen, 2011).

Transformative learning is the process of
deep, constructive, and meaningful learning
that goes beyond simple knowledge acquisi-
tion and through a process of becoming criti-
cally aware of tacit assumptions (see Mezirov,
2000). In dance education transformative
learning is part of the progressive ‘new way’
of teaching and learning and focuses on facili-
tating experiences that challenge the stu-
dents’ tacit, taken-for-granted assumptions,
beliefs, values, and expectations (Rimmer,
2017). In a study of first year higher education
dance students exploring the effects of trans-
formative learning, the findings revealed some
challenges since this new way differed greatly



to the students prior learning in dance tech-
nique. Altering one’s perception of the
teacher as the provider of technical dance
knowledge to that of a facilitator of individual
knowledge turned out to be a too radical shift
for some students (Rimmer, 2017). Conse-
guently, the doxic understanding of dance
technique largely remained intact despite the
intervention. As a conclusion, the author
claimed that the teacher or student alone can-
not change the culture of the dance technique
class (Rimmer, 2017). However, in a Norwe-
gian study of contemporary dance students in
higher education, evidence of the process of
the transformative was present (Rothmund,
2019). In this study there was evidence the
students did go through a transformative pro-
cess of learning that gradually shifted from a
traditional teacher and subject centered way,
to a progressive, holistic, and self-regulated
way (i.e., from identify and reproduce [first
year], via explore and transfer [second year],
to personalize and develop [third year]).
Agency was identified an important key of
success in the transformative process
(Rothmund, 2019).

Social support and inter-relations with peers
(3 studies)

There are few studies addressing the role of
peers in teaching and learning dance within
the sub-culture of classical ballet. In one study
(Pickard, 2012), claimed that if a dancer is in
the game of ballet, then mastery of the game
depends on their social and cultural capital
and in turn their position in the internal hier-
archy. Playing the game means accepting that
power struggles within the peer group exist in
the form of rivalry, envy, and competitiveness
and in the potentially obstructing effect of a
‘pecking order’ within the ballet class (Pickard,
2012). This was also echoed in a more recent
study of Norwegian ballet students (Haraldsen
et al., 2010, 2021), which identified that being
among the best was the most important cur-
rency to possess as a ballet dancer student. It
could be exchanged with social status among
peers (i.e., respect, friends, status; Haraldsen
et al., 2020, 2021).
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Transitions into and out from HE dance edu-
cation (2 studies)

Only two studies have investigated the transi-
tion in (Rimmer, 2017) and out of (Higdon &
Stevens, 2017) higher dance education. In re-
garding the entry of higher education institu-
tions in dance, it is important to acknowledge
that some students found their overall experi-
ence of dance at university at challenging,
something that demanded a lot more of the
students than their experiences with dance
education prior to university. Moreover, after
the new experience at university level the
general consensus amongst the students
noted that they considered dance as an art
form in a broader perspective. This even re-
sulted in a process of transformative learning
where they questioned and altered the way
they would define the term ‘dance’ based on
their new knowledge (Rimmer, 2017). In the
study of the transition process between
higher education in dance and the dance pro-
fession, the understanding of employability
and views about dance futures were explored
(Higdon & Stevens, 2017). Findings indicated
that a key theme explicit in the data was that
of journeying. Students referred to metaphors
that related to journeys, travel, routes, roads
and paths. In the beginning stage of the jour-
ney of getting to a university and in the liminal
space of the first year, students focused solely
on their dance experiences. By the final year,
students perceived their dance futures as di-
verse journeys of continuous development.
The journey out of university for final year stu-
dents was powered by agency consisting of a
passion for dance, self-reliance and continu-
ous learning. The participants revealed an ac-
tive determination to forge a future dance ca-
reer whilst they recognized the obstacles; fi-
nancial, emotional and physical (Higdon & Ste-
vens, 2017).

Being (34 studies)

Consequences on identity

Findings highlight how the field of dance is
culturally embedded through an ongoing so-
cialization process (Aalten, 2005; Alterowitz,
2014; Haraldsen et al., 2020). Our identities
are shaped by the cultures in which we live,



which often has master narratives of ‘ideal
identities’ (Green, 1999; Haraldsen et al.,
2021). Traditionally, students assimilate the
system of values from the teacher's unchal-
lenged authority (Alterowitz, 2014). Hence,
the dance identity seems to be related to
Foucault’s concept of ‘the docile body’, which
are bodies that are habituated and regulated.
In several studies Green (1999, 2000, 2003)
has identified that dance participants continu-
ously referred to the existence of mirrors, as a
worrying and powerful presence that related
to physical self-evaluation, behavior regula-
tion, body objectification, and competition.
Embedded in a system of surveillance, super-
vision, training and correction, the ‘machine’
body producing efficiency was enhanced (Al-
terowitz, 2014, Green, 1999, 2000, 2003)., Ad-
ditionally, this embodied identity was further
externally stressed by ideal body values in the
society (thin, fit, healthy, young; Harrington,
2020). This is also related to the term ‘the
consumer dance identity’, which reflects
dance, television dance as SYTYCD and dance
in social media (Harrington, 2020). In these
contexts, research has identified the im-
portant role of the gaze - the external objecti-
fication of the body and the dancer. In these
contexts, there is evidence of pressures to
project a ‘successful’ self on social media,
which underpins a culture of narcissism, con-
tingent and vulnerable self-worth. Also, a het-
erosexual stereotype and sexism identity
reigns within these environments (Harrington,
2020).

Traditionally, excellence has been conceptual-
ized in terms of normative performance out-
comes - this typically being a top international
soloist performer. The “performance narra-
tive” is common and promotes the storyline of
preferred identities (i.e., the 24/7 elite per-
former), expected behaviors (i.e., dedication,
passion, and mental toughness), and assumed
developmental trajectories (i.e., a linear road
to success). In a Norwegian study, knowledge
on how the negotiation process that takes
part within those narratives has become a
“master narrative” (i.e., culturally dominant
and widely told and retold). For example, “the
performance narrative”, might influence,
override, and silence alternative stories are
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discovered (Haraldsen et al., 2021). Findings
demonstrated that the performance narra-
tive” was echoed in the way the junior elite
performers described their ideal identity, their
“dreams,” and the road map to what consti-
tuted “success”. As a paradox, the results re-
vealed the limited perception of “success” as
being a top dancer reduced the participants’
perceptions of their own success. Yet, implic-
itly, the talented dance students told of sev-
eral indicators of success, which contributed
to outbalancing the scale. For instance, there
was a “social narrative” of belonging and be-
ing part of an in-group of like-minded peers
and teachers that shared the same goals, in-
terests, experiences, and identity categories.
Furthermore, results showed a “flow narra-
tive,” of deep and internally driven involve-
ment, learning, growth, and meaningful self-
realization. Lastly, a “lifestyle narrative,” re-
flected in a way of living that is healthy and
linked to good values and fosters advantages
in life, was apparent. Altogether, these alter-
native narratives, which were told as parallel
side stories by the dance students, repre-
sented potential narrative resources on which
to draw for future dance education and pro-
fession (Haraldsen et al., 2021).

Results showed that the dance identity is not
only embodied, but it also seems to be gen-
dered (Green, 1999; Harrington, 2020). Men
act, women appear- the objectification of
women is clearly emphasized (Green, 1999;
Haraldsen et al., 2020; Harrington, 2020). Di-
verse gender roles, where girls are expected
to be passive, obediently accepting the in-
structions of the dance teacher, whereas boys
are encouraged to be challenging, energetic
and daring (Fitz, 1999; Green, 1999, 2000,
2003; Clegg et al., 2017). Stereotypical con-
structions of male dancers have also been evi-
dent, as being feminine and, by association,
homosexual, which findings showed were con-
sidered the primary barriers to boys’ engage-
ment with dancing, particularly ballet, and led
to bullying outside of dance (ibid). Moreover,
young adult males reported experiencing ho-
mophobic stereotypes, narrow definitions of
masculinity, heterosexist justifications for
male participation, the absence of positive



male role models (straight and gay), and inter-
nalized homophobia. In reference to female
dancers, seven themes of discrimination were
identified: 1) double standard, 2) infantiliza-
tion, 3) body image, 4) men into administra-
tion, 5) ballet as a career, 6) female choreog-
raphers and 7) resistance (Fitz, 1999). Sugges-
tions of a more responsive pedagogical path
for confronting homophobic attitudes and so-
cial stigmatization are needed (Clegg et al.,
2017; Fitz, 1999). In the case of recruitment of
more male dance students, findings demon-
strate that the social context for dancing boys
is a key factor in sustaining their engagement
with dance. The attitudes by significant adults
emerged as salient. Also, the lack of male peer
support for boys, who often found themselves
isolated in the dance studio, was a challenge
(Clegg et al., 2017, 2019). However, a number
of strategies for engaging and retaining boys
in dance, such as privileging boys within the
dance studio and improving opportunities to
dance in schools are recognized (Clegg et al.,
2017, 2019).

Altogether, the dance identity is both a pro-
cess of construction where it seems to be
equated to the naturalistic view of the body as
a machine, the socialized docile body, and the
body as an objectified product in the perfor-
mance industry (Green, 1999, 2000, 2003;
Harrington, 2020; Pickard, 2012). Hence, there
is evidence of a dance body that thrives on
uniformity, the visual, and obedience. As a re-
sult, these bodies may be likely to be injured
and damaged, and to be preoccupied with
weight and self-surveillance (Green, 1999,
2000, 2003; Harrington, 2020; Pickard, 2012).
Dance educators have an important role in in-
fluencing attitudes and values within dance
education and being more aware of how they
encourage the dance identity (i.e., body ide-
als, gender stereotypes, elite characteriza-
tions). The above scholars have highlighted
the need for a model of pedagogy that is gen-
der neutral, fosters creativity and empowers
all participants (Clegg et al., 2017; Green,
1999, 2000, 2003; Haraldsen et al., 2021; Har-
rington, 2020; Pickard, 2012).
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Consequences in relation to health and well-
being

The traditionalism paradigm

On the positive side, findings demonstrate
that the world of dance might offer a rich so-
cial life and network within, nurturing close
relationships, competence development and
artistic thriving (Aalten, 2005; Demerlius,
2003; Haraldsen et al., 2020). Also, being in-
volved in artistic processes might represent a
meaningful way of living, which offers an extra
dimension in life (Haraldsen et al., 2020). Fur-
thermore, involvement in artistic processes
was also identified as a gateway to flow - nur-
turing intrinsic motivation and life satisfaction
(Haraldsen et al., 2020). However, on the
other hand, a range of negative consequences
are identified. As ballet culture has been
aligned with the metaphor of “living in a con-
vent”, the dancers report impeding agency
and operating in conflict with own true self
(Aalten, 2005; Haraldsen et al., 2020, 2021).
Dancers want to have a choice, they miss care
and support, and the unequal power relations
between dancers on the one hand and artistic
directors, teachers and other ‘gatekeepers’ on
the other, seem to condemn the dancers to a
life of immaturity and availability, of feeling
oppressed and controlled (Aalten, 2005; Al-
terowitz, 2014, Haraldsen, 2019). Learners
who are full of fear and coercion are less able
and willing to investigate, question, play, ex-
plore, and take risks, which does not foster an
environment where deep learning can take
place (Lakes, 2005). Empowerment involves
people developing capacities to act success-
fully within the existing system and structures
of power, while emancipation concerns criti-
cally analyzing, resisting, and challenging
structures of power’ (Inglis, 1997). Findings in
a Norwegian study from the MDD context (An-
dresen, 2011) revealed a culture that ham-
pered empowerment. Traditional conventions
for dance education (i.e., dress code, no eat-
ing and drinking during class, use of mirrors,
rules of attendance, national curriculum) en-
couraged both teacher-surveillance as well as
self-surveillance of the students. Despite that
the regulations from the Department of Edu-
cation were quite open and flexible, the con-
ventions of dance education pushed the dance




training to a large degree in the wrong direc-
tion (Andresen, 2011). In another Norwegian
study, controlling teaching styles appeared to
socialize performers into being less self-deter-
mined and empowered (Haraldsen, 2019).

Data from student surveys show many who
express frustration and a sense of uselessness
because they aren’t recognized, and they’re
dissatisfied with their perceived place in the
hierarchy. (Haines & Torres, 2016). Only when
noticed, you exist, which enhances conditional
self- worth, lack of agency, and self-denial
(Harrington, 2020). There is evidence of un-
dergraduate students who experienced force-
ful teachers with high standards, ending up
with dysfunctional habits and strategies such
as tucking under, hyper-extended knees,
forced turnout, and several other physical ill-
nesses, injury, lack of feelings of connected-
ness and well-being, physical and emotional
distress, preoccupation with weight and self-
surveillance, and pain prone to injury and
damage (Green, 1999; Harrington, 2020).
Moreover, controlling conditions nurture the
constant striving for perfection (Pickard, 2012;
Haraldsen, 2019, 2020, 2021). In a Norwegian
study, 80% of the dance students reported di-
mensions of perfectionism and 30% reported
a dysfunctional perfectionism (Haraldsen et
al., 2021). This is morally or ethical questioned
as evidence demonstrates that controlling
conditions have the potential to create ill be-
ing and (Aalten, 2005; Alterowitz, 2014, Har-
aldsen, 2019).

Also, motivational consequences of the tradi-
tionalism way are found. Evidence showed an
increase in ego-involvement and performance
orientation over time, predicting an increase
in anxiety. Also, students’ perceptions of ego-
involving motivational climates negatively cor-
responded with the needs for competence
and relatedness (but not autonomy; Chua,
2017). Moreover, studies have proved associa-
tions between controlling conditions and frus-
tration of autonomy, competence, and relat-
edness, anxiety, negative affect, burnout, ex-
ternal motivation, amotivation, and decreased
performance development curve and perfor-
mance level (Haraldsen et al., 2019, 2020,
2021). Interestingly, the doctoral thesis of
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Haraldsen (2019) revealed that these con-
trolled practices unfolded as two-sided. On
one side, they could provide a boost of com-
petence development. For ambitious perform-
ers aiming for the top and operating within a
positive cycle of development (e.g., mastery,
success, flow, and high self-esteem), this
seemed to work well, providing a strong, nur-
turing source of motivation. However, in the
face of failure and adversity, the controlling
and performance-oriented culture in pre-pro-
fessional ballet education revealed a down-
side. Since the very essence of becoming a
ballet dancer is about demonstrating superior-
ity, the performers’ positions and future possi-
bilities were experienced as conditional on
achieved competence and success. Stagnation
and failure were challenges that clearly put
the performers’ quality of motivation to the
test. Additionally, the types of motivation (i.e.,
intrinsic/self-determined vs. external/con-
trolled) mattered, as performers regulated by
self-determined motivation engaged in their
performance development in a more joyful,
robust, and healthy way (i.e., self-realization,
flow, self-esteem, and vitality. They also
showed less dependence on their given learn-
ing conditions. In contrast, performers regu-
lated by controlled motivation reported higher
vulnerability, and in turn, more ill-being (i.e.,
low self-esteem, perfectionism, obsessiveness,
anxiety, negative affect, and exhaustion; (Har-
aldsen, 2019). Paradoxically, a lack of self-de-
termination and authenticity are negatively
associated with creative and artistic develop-
ment, intrinsic motivation, and flow (Har-
aldsen, 2019; Hefferon & Ollis, 2006; Morris,
2003). Identified flow inhibitors are found to
be lack of intrinsic motivation, self-doubt, neg-
ative thoughts of failure and anxiety, and
trauma (Hefferon & Ollis, 2006).

However, there is evidence and anecdotal ex-
amples of how agency is played out within
controlling conditions (Aalten, 2005; Har-
aldsen, 2019). Dancers reveal having critical
reflections towards the culture, to ‘old’ reper-
toire or aesthetics, and to the hierarchical or-
ganizational structure - some negotiate their
lack of empowerment by choosing a transition
from ballet to contemporary style, or retire
completely (Aalten, 2005)



The progressivism paradigm

Evidence from several studies present a con-
vincing range of positive outcomes from
teaching and learning within the progressivism
paradigm compared with the traditionalism
paradigm. These practices are found to be less
competitive learning environments focusing
on process instead of result, internal instead
of external focus, and are more reflective in
general (Roche & Huddy, 2015). This aligns
with a more task-involving motivational cli-
mate, which is found to be positive for the
well-being of dancers since students’ percep-
tions of the task-involving climate positively
predicted all need-satisfaction within the basic
needs’ theory (Chua, 2017). Also, findings
show that the students who perceived their
dance teachers as supportive of student au-
tonomy reported higher levels of intrinsic mo-
tivation (Chua, 2017). Intrinsic motivation is
linked to flow experience, and there is evi-
dence that flow is a strong predictor of pro-
longed commitment and creativity (Hefferon
& Ollis, 2003). Additonally, when teachers
avoid being controlling, Haraldsen et al (2019)
found they then functioned as a buffer to-
wards students with perfectionistic tenden-
cies. In contrast, students experiencing a con-
trolling teaching style did report increased
frustration of the need for competence and
increase in external motivation, exhaustion,
and anxiety (Haraldsen et al., 2019). In turn,
associations between progressive teaching ex-
perience and intrinsic motivation, joy, and en-
gagement, as well as increases in innovative
and collaborative competencies have been
found in Norwegian context (@stern, 2017;
@stern & Irgens, 2019; Rothmund, 2019). Evi-
dence of increased learning outcome, clarity
in movement, increased fluency, increased
student engagement and motivation were
found in a project enhancing more democratic
teaching practice in ballet (Ritchie & Brooker,
2019). Hence, there seems to be evidence of
greater depth in learning and understanding
within a holistic approach, which in turn, en-
hances engagement and motivation (Altero-
witz, 2014).

Somatic practice - a central part of progressiv-
ism dance teaching - is explored in several
studies. Results demonstrate that students
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displayed enhanced bodily connection, crea-
tivity, confidence, and critical understanding
of tenets underlying somatic work, as well as
some implications for dance techniques after
experiencing somatic practices (i.e., exhibited
new variety in movement quality and pat-
terns; Weber, 2009). Students also became
more aware and embodied, felt empowered
and enjoyed a greater sense of well-being, and
discovered greater creativity and autonomy
within their dance practice (Weber, 2009). Ad-
ditionally, somatic practice seemingly affects
the agency of the dancers (Berg, 2017; Green,
2000). By facilitating a process by which stu-
dents are also introduced to how bodies may
be socially manipulated, controlled, and habit-
uated, they may be able to take some owner-
ship over their bodies (Berg, 2017; Green,
2000). In another study, students’ participa-
tion led to increased growth as improvisers,
greater sociopolitical awareness, and a better
understanding of how they make informed de-
cisions (Schupp, 2011).

On the negative side, implementing progres-
sive dance pedagogy does not appear to be
without its challenges. There seems to be re-
sistance by the student themselves, by stu-
dents highly socialized into the old way, to find
the new, progressive way as a waste of time,
ineffective, and troubling. All of which is out of
line with the traditional way of teaching and
learning in dance, and hence, they reject the
implementation process (Alterowitz, 2014;
Petsilas et al., 2020; Rimmer, 2017). To fully
gain the fully potential of the progressive
dance paradigm, a cultural change is needed
(Petsilas et al., 2020; Alterowitz, 2014).

Negotiation between traditionalism and pro-
gressivism paradigm

A central finding was that dance teaching
seem to be a private, in contrast to team prac-
tice. This was to a great extent down to the
dance teacher herself, which was also found in
higher education dance institutions. The stu-
dents appeared to perceive each teacher to
have their own ‘style’ of teaching, requiring
them to enter classes with ‘different head[s]
on (Rimmer, 2017). Hence, the dance students
must adjust and cope in between different
aesthetic and pedagogical paradigms almost




on a daily basis during their dance education
(Haraldsen et al., 2020; Rimmer, 2017; @stern,
2017). In one dance lesson they might face an
authoritarian and controlling teacher focusing
solely on skill acquisition, and in the next, en-
tering a reflective and creative dance class
with the expectation of an active and reflec-
tive learning practice (@stern, 2017). In turn,
this might nurture ambiguity, narrative ten-
sions, and the feeling of a conflicting identity
all of which are found to be associated with
more emotional frustration, ill-being, and criti-
cal views towards the dance culture (Aalten,
2005; Haraldsen et al., 2021).

Talent development in Dance (9 studies)

Talent identification

Research has shown that talent identification
requires multiple means of identification. This
should be considered together with talent de-
velopment to allow for the effects of matura-
tion (Walker et al., 2010). Taking into consid-
eration that no model can guarantee success
and that factors such as chance and timing can
be essential, studies show that if combined,
several types of models could demonstrate
how talent criteria can be adapted at different
stages of development (Walker et al., 2010).
Many psychological factors can be enhanced
through training and may not be eligible talent
identification criteria - but they are essential
to talent development (Walker et al., 2010).
Thus, research suggests that the dancers of to-
morrow might be difficult to identify today if
the means of identification are too rigid or ex-
clusive (Walker et al., 2010)

Trajectories and age differences in talent
identification

Studies have shown there are significant cul-
tural differences, not only how dancer’s talent
are first identified, but also how their talent
has been developed (Chua 2014; Hutichinson
et al., 2013). While students in the Nether-
lands were between 10-15 years old when
their dance teachers first told them that they
were talented, dancers in the USA, Russia and
Mexico have been identified as «talented» at
a mean age of 8,47 (Chua, 2014). Overall,
there seems to be two different systems for
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developing ballet dancers (Hutchinson et al.,
2013). Ballet training for children in more indi-
vidual and Western-based cultures (i.e., Amer-
ican and Mexican cultures) mostly depended
on the family’s economic resourses. Subse-
quently, this leads to only a small number of
young dancers eventually being selected for
the best training or participating in elite ballet
companies (Hutchinson et al., 2013). In con-
trast, in collective-based cultures (i.e., Russian
culture), children with a promising body type
are selected at a young age, supported by gov-
ernment subsidies and enrolled in educational
environments characterized by emphasis and
pressure on success (Hutchinson et al., 2013).

Talent development environment

Research shows that aspiring performers in
talent development programs are not merely
passively socialized but need to display active
attempts in fitting and negotiating the talent
environments and cultures (Haraldsen et al.,
2021). Belonging in these elite cultures means
to be part of an in-group of like-minded peers
and professionals which share the same goals,
interests, experiences and identity categories
(Haraldsen et al., 2021). Cultural narratives,
which circulate in these performance cultures
and direct young talents’ interpretation and
existence in them, are mostly presented by a
figure of authority such as teachers, coaches,
gifted peers or the media (Haraldsen et al.,
2021; Pickard, 2012; Chua, 2014). These
«gatekeepers» have been mostly reported to
be authoritative, while other students experi-
enced their teacher/coach as more authoritar-
ian (Haraldsen et al., 2020; Pickard 2012).
This description of «talent factories» is, in
other words, at odds with the holistic, stu-
dent-centered perspectives on talent develop-
ment (Haraldsen et al, 2021; Chua, 2016;
Walker et al., 2010). Given the important role
teachers have to play in the development of
dance talent, it is important to be aware of
the pressure and exposed situations vulnera-
ble young performers in talent development
environments might face (Haraldsen et al.,
2021; Chua 2016; 2014). Furthermore, it is
crucial that teachers and coaches become
aware of the potential impact and conse-
guences of their created learning conditions



(Haraldsen et al., 2021; Walker et al., 2010;
Chua, 2014; 2016). Therefore, teach-
ers/coaches are advised to «hear» their stu-
dents and adapt their feedback to their pro-
cess and identity development (Haraldsen et
al., 2021; Chua, 2014; 2015; Walker et al.,
2010).

Identity

Research suggests that the road to becoming
an elite performer is situated and complex
with many different elements at play (Har-
aldsen et al., 2021). Talent development in
certain dance genres, such as classical ballet,
encompass more than merely learning the
school’s or company’s particular technique
and style (Pickard, 2012).

There are core values engrained in the culture
of ballet going hand in hand with the produc-
tion and construction of a ballet body and tra-
ditional gender identities (Pickard, 2012).
Young dancer’s body become a capital which
needs to be constantly worked and tweaked
on during devoted, long hours of practice all
while maintaining a single focus on dancing
from a young age (Pickard, 2012; Haraldsen,
2021). Therefore, dancer’s identities are per-
petually connected to their bodies and con-
stantly at the center of focus. Consequently, if
the dancer’s body is rejected so is «the self»
of the dancer which leads to a loss of identity
or self (Pickard 2012; Haraldsen et al., 2020).
While some performers reported positive ex-
periences including involvement, learn-

ing, growth and self-realization, others experi-
enced being around the clock dedicated, ea-
ger, self-controlled and disciplined, especially
when aiming for a future as an international
top performer (Haraldsen et al., 2021, 2019;
Pickard, 2012; Chua, 2014; Cairns, 2010). Re-
jection and disappointment induced by audi-
tions or setbacks in assessments were seen as
an essential part on the road to success which
has to be expected and accepted as the
«right» way, which means with coolness, stoi-
cism and unshakable self-belief (Pickard, 2012;
Haraldsen et al., 2021). Thus, adversity, striv-
ing and potential imbalances which even in-
clude perfectionism, self-criticism and emo-
tional despair become means to prepare for
greatness (Haraldsen et al, 2021).
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Motivation

Apart from Creativity, motivation has been
mentioned in several studies to play a pivotal
role in the development of talent (Chua, 2014;
Walker et al., 2010; Haraldsen, 2020; 2019;
Hutchinson et al, 2013). Unsurprisingly, moti-
vational conditions are important for motiva-
tional quality (Haraldsen, 2020; 2019; Walker
et al., 2010). In autonomous conditions, teach-
ers and coaches will focus on learning and per-
sonal development and relate to the per-
former’s perspective, encourage exploration,
offer relevant choices and provide relevant
and constructive feedback (Haraldsen et al.,
2020; 2019; Walkert et al., 2010). In the latter
environment dancers are more likely to sus-
tain effort, engage in training activities and
capitalize on their high abilities and opportuni-
ties (Chua, 2014; Haraldsen, 2020; 2019).
However, despite the latter nurturing autono-
mous motivation, optimal functioning, well-
being and being considered supportive of
adaptive talent development processes, per-
formers seem to lack autonomous motivation
and autonomy (Haraldsen et al., 2020; 2019).
Controlling conditions, on the other hand, en-
tail teachers and coaches pressuring perform-
ers and manipulating them in preconceived
ideas, feeling and behaviors (Haraldsen, 2020;
2019). Furthermore, the latter has been
shown to be positively associated with perfec-
tionistic tendencies, needs frustration, con-
trolled motivation and performance anxiety
(Haraldsen, 2019).

Deliberate practice

The role and impact of deliberate practice is a
well discussed factor within talent develop-
ment (Walker et al., 2010; Chua, 2014;
Hutchinson et al., 2013). As one study shows,
any differences associated with starting ages
were not significant (Hutchinson et al., 2013).
However, while highlighted as crucial for at-
taining expertise by some dancers, other stud-
ies highlight that deliberate practice tends to
focus too much on quantity rather than qual-
ity. This differs in certain cultural backgrounds
and ages and interplays with other aspects of
the individual and environment (Hutchinson
et al., 2013; Chua 2014; Walker et al., 2010).
Other aspects, such as dancers focusing on



their individual self by means of curious in-
quiry, reflective practice, goal setting and re-
ceiving support from significant people such
as peers, teachers and choreographers reveal
iself as important aspects of successfully delib-
erate practice (Chua, 2014; Hutchinson et al.,
2013; Walker et al., 2010).

Support

Support from a variety of sources, such as
teachers, mentors, parents, peers, and finan-
cial resources have shown to be a key element
in talent development (Chua, 2015; 2014;
Walker et al., 2010; 201). These significant
others did not only provide socio-emotional
support but also inspired aspiring dancers’ ca-
reers, offered them opportunities and acted,
in some cases, as a «surrogate family» (Chua
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2014; Walker at al., 2010). In addition to pa-
rental support and positive peer relationships,
a task-involving motivational climate has been
shown to enhance enjoyment, well-being, and
adherence in dance (Walker et al., 2010).
However, the young dancers’ socioeconomic
status and environment can be a limiting fac-
tor and must be, alongside other factors, such
as teacher behavior and expertise, taken into
consideration by talent development pro-
grams (Chua 2014; Walker 2010; Sanchez et
al., 2013). Consequently, it is recommended
that talent development programs implement
a variety of support mechanisms and are
aware that talent identification and develop-
ment are influenced by physical, psychologi-
cal, practice-related and social factors (Walker
et al., 2010).



Topic 2: Dance and Mental Health
Within the last few years, mental health has fi-
nally become more than a buzzword within
the dance world. We start to acknowledge
dancers as performing athletes that are more
than just moving bodies. Yet, we have little
overview of the scope of mental health chal-
lenges dancers are facing, which factors influ-
ence and impact them and how they build re-
silience after experiencing and overcome ad-
versities. In this scoping review we were espe-
cially interested in focusing on the latter
which has been formulated into the two fol-
lowing research questions:

RQ1: What are the mental health status and
challenges in Western theatre dance students,
teachers, and professional dancers.

RQ2: Which factors influence, impact, or relate
to dance students’, teachers’, and dancers’
mental health?

The data has been organized in two different
categories: 1) stressors and 2) coping strate-
gies. Each stressor will be introduced and dis-
cussed, followed by the matching coping strat-
egy presented in the same manner. Then,
some general coping variables will be pre-
sented.

Overview over stressors

Findings in a study points to 45% of the partic-
ipating dancers suffered from at least one
mental health issue during an academic year.
30% reported a mental health issue as their
most severe health problem - of which general
anxiety, stress due to external factors and
constant tiredness were among the most re-
ported challenges (van Winden et al.).

Stressors and stress (2 studies)

Overall, there are indications that dancers ex-
perience different kind of stressors which a
study has categorized as personal stressors,
interpersonal stressors, situational stressors,
and cultural stressors (Blevins et al., 2020)
Personal stressors included low confidence,
poor performance and the impact of training
demands and individual capacity for recovery
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Fact box:
Definition of stressors:

Stressors are factors such as situations, obstacles or per-
ceived difficulties we encounter in our lives that can have a
detrimental effect on our physical and mental health.

Within dance, there are known sources of physical stress
related to dance training, such as high physical workload,
and requirements concerning technical skill and mastery of
choreographic demands (Blevins et al., 2020). However,
there are also psychosocial stressors related to environ-
ment (daily tasks and gasses such as managing finances
and obligations), personal roles (perceived autonomy or
control within a group, competition, social support) and
major life events such as death, career or school transi-
tions, injuries (Blevins et al., 2020).

Overview over stressors

Situational stressors: factors or concerns outside of dance
training, worries about employability, finances and time-
management issues.

Interpersonal stressors: factors that highlight competition
and comparisons with peers, value being placed on the
opinions of others and perceived difficulty living up to oth-
ers’ expectations of oneself (Blevins et al., 2020)

Cultural stressors: worries related to physical appearance,
body image, conforming to aesthetic ideals (such as what a
dancer’s body should look like) and perceived ability to fit
into the dance world (Blevins et al., 2020)

Environmental stressors: factors such as mirrors, dance uni-
forms.

Personal stressors: factors that cause low confidence and
poor performance as well as impact of training demands
and individual capacity for recovery (Blevins et al., 2020)

(Blevins et al., 2020). Interpersonal stressors
entailed competition and comparisons with
peers, value being placed on the opinions of
others and perceived difficulty in living up to
others’ expectations of oneself (Blevins et al.,
2020). Situational stressors, on the other
hand, focused on concerns outside dance
training, worries about employability, fi-
nances, and time-management issues. Cultural
stressors included worries related to physical



appearance and conforming to aesthetic ide-
als, such as what a dancer’s body should look
like and the perceived ability to fit into the

Fact box:
Coping

Coping is the general term which describes the
process of meeting, dealing with, - adapting to,-
or overcome stressors, stressful encounters or sit-
uations

dance world (Blevins et al., 2020). In this re-
view, we also identified environmental stress-
ors such as mirrors and dance uniforms as an
own category.

Coping strategies

Coping strategies can be a single or a series of ac-
tions which people apply to meet, deal with-,
adapt to- or overcome stressors or stressful en-
counters and situations.

Situational stressors (7 studies)

General situational stressors included limited
economic means, race/ethnicity, gender, high
commitment and the sacrifice of social lives,
friendships, and life goals outside of the dance
environment. Consequently, negative out-
comes from the latter include anxiety, weaker
support-systems and thwarting of personal
autonomy (Sanchez et al., 2013; Aujla et al.,
2014).

If applied strategies increase the experiences of
stress or distress, such as substance abuse, binge
eating and self -punishment, they are called mala-
daptive coping strategies. Studies have shown
that maladaptive coping, to name just one exam-
ple, increased stress levels among pre-profes-
sional dancers and increased injury frequency
(Blevins et al., 2020). Successful coping strategies
can, however, improve dancers’ mental well-be-
ing and promote healthy habits and longevity in
their career.

Coping with Situational stressors (5 studies)

Situational General: limited economic means, race, ethnicity, General: Social support from parents and family; looking

stressors gender, high commitment and sacrifice of social after mental health and self-worth; being proactive in the
lives, friendships and life goals outside of dance navigation of their career; growing as an artist while

& coping environment living a life as a whole person

strategies Negative outcomes: anxiety, weaker support Positive outcome: increase in motivation; beneficial for

systems and thwarting of personal autonomy learning and coping; reduction and management of
stress
Situational Stressors: Bennet, 2009; Blevins et al. 2020; Lopez, 2019; Polasek & Roper, 2011; Reis et al., 2019; Risner, 2014; Sanchez et al., 2013

Coping with situational stressors: Aujla et al., 2014; de las Heras Fernandez et al., 2020; Kim et al., 2020; Lopez, 2019; Sanchez et al., 2013

their career, and growing as an artist while liv-
ing a life as a whole person (Kim & Tasker,
2020).

Social support, not only within the dance
training environment but also outside the
dance environment, such as from parents and
other family members is of importance to mo-
tivation, learning and coping with situational
stressors (Sanchez et al., 2013).

This is especially noteworthy considering that
young dancers often sacrifice friendships and
other experiences in their commitment to
dance. The pressure to succeed as well as lim-
ited economic means can cause anxiety and a
weaker support system in their lives (Lopez,
2019; Sanchez et al., 2013).

Rather, dancers can manage and reduce stress

by looking after their mental health and self-
worth, being proactive in the navigation of
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Interpersonal stressors (26 studies)

Interpersonal General: power exerted by authority figures re-

stressors sult in cultural hegemony and dancers complying
with institutional and cultural ideas an ideal.
Peers and teachers influence dancer’s body im-

& coping age, eating attitude and overall ideals.

strategies Negative outcomes: ego-orientation, limitations

to dancer’s performance development and well-
being. Dancers might report healthy attitudes
while engaging in unhealthy behaviors. Social me-
dia and media become unreliable and unsafe
source for information

General: Teachers important in promoting coping strate-
gies; Educators should be perceptive of signs of obsessive
passion, nurture positive motivation, flow, confidence,
reducing fear and promoting social relationships with
peers and professional collaborations; facilitating early
training in self-development, self-and career manage-
ment; forming holistic perspective on dancer’s identity,
aligning choices with larger sense of purpose, exercising
self-direction; using strategies for creative problem solv-
ing

Interpersonal Stressors: Alexias, 2011; Aujla et al., 2014, Aujla et al. 2015; Benn & Walters, 2001; Blevins et al., 2020; Blevins et al., 2020;
Bottamini, 2000; Carr & /Wyon, 2003; Dantas et al., 2018; de las Heras Fernandes et al., 2020; Dryburgh & Fortin, 2010; Green 1999; Hancox et
al., 2017; Hamilton et al., 1997; Haraldsen et al., 2019; Haraldsen et al., 2021; Heiland et al., 2008; Kartawidjaja & Cordero, 2013; Kushida,, 2017;
Macchi & Crossman, 2016; Nordin-Bates, 2020; Skaardal, 2006; Walker et al., 2012; Wenn et al., 2018

Coping with interpersonal stressors: Aujla et al., 2014; Aujla et al., 2014; Cahalan et al., 2019; Hancox, 2014; Hopper et al., 2020; Kartawidjaja &
Cordero, 2013; Kim et al., 2020; Kveton-Bohnert, 2017; Minton, 2001; Mitchell et al., 2020; Mitchell et al., 2017; Nordin-Bates, 2020; Peters,

2020; Quested & Duda, 2009; Stanway et al., 2020; van Staden et al., 2009; Watson et al., 2012; Walker et al., 2012

Interpersonal relationships in the dance envi-
ronment (x studies)

The power exerted by authority figures in the
dance environment are found to result in a
cultural hegemony which seemed to influence
dancers’ participation in the system and their
outward agreement with the institutional and
cultural ideas (Benn & Walters, 2001; Dantas
et al., 2018). This entails that peers and teach-
ers influence dancers body image, eating atti-
tude, ego orientation and overall ideals. Con-
sequently, in such an environment, the stress-
ors hamper dancers’ performance-develop-
ment and well-being (Critien & Ollis, 2006;
Haraldsen et al., 2021; Harper, 2012; Lacaille
et al., 2007; Stanway et al., 2020).

However, when teachers displayed supportive
behavior, dance students appeared to digest
and interpret such information not always as
intended (Blevins et al., 2020). Also, students
seemed to be affected by other sources than
the training environment, such as media and
social media (Blevins et al., 2020).
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Thus, even though dancers did report healthy
learning conditions, they may not be engaged
in healthy behaviors when under such exter-
nal media pressure.

Coping with interpersonal stressors in the
dance community (10)

Teachers play an essential role in promoting
coping strategies that help dancers navigate
stressors in the dance environment and im-
prove their well-being. Being perceptive of
signs of obsessive passion, nurturing positive
motivation, flow, confidence, reducing fear
and promoting social relationships with peers
and professional collaborations might be cru-
cial in aiding the students in handling stressors
within the dance community. Furthermore, fa-
cilitating early training in self-development,
self and career management, as well as form-
ing a holistic perspective on dancers’ identity,
aligning choices with a larger sense of pur-
pose, exercising self-direction, and using strat-
egies for creative problem solving might be
further coping strategies that should be pro-
moted and enhanced in dancers (Van Staden
et al., 2009)



Stressors Coping with stressors

Cultural Dance community and environment: nurture Navigating and coping with Dance culture: how a dancer

stressors performance pressure, rigid and narrow-minded handles multiple stressors in the dance environment is
identity, ego orientation, pressure and belief just as essential as the physical and mental skills

& coping systems regarding body ideals, time constraints demanded within the dance culture; The more in-the

strategies regarding development and nurture of moment and task oriented once remains during an event,

psychological and physiological well-being,
abusive power relations and adherence to
tradition.

Negative outcomes: negative effect on dancers’
self-esteem and body image, perfectionistic
tendencies, injuries, demotivation, eating
disorders, obsessive passion, inadequate sleep
Body image and puberty: higher drive for
thinness, self-objectification and negative self
image in ballet. Conflict and struggle between

the less likely anxieties will interfere with performance;
Dance students should be made aware of the real life
world of work by incoporating career management, self-
management and small business skills; Training of
psychological skills such as goal setting, focus, simulation
training and valuing individuality; Stimulate ability to
evaluate negative experiences and their impact on
perceived ability, self-esteem and motivation;

Make appropriate use of social support (positive friend
and mentors); applying emotion-focused coping

normal pubertal change and well-established
body ideals in ballet traditions and practices.

Negative outcomes late maturing dancers: little

time to adapt and adjust to physical and
psychological development. Experience

implications related to interactions with peers,
identity as teenagers, anxiety about outcome of

their physical development

Negative outcome early maturing dancers: less
prepared to deal with pubertal challenges, spent

less time in childhood, higher dropout risk,

vulnerable to psychosocial issues related to self-

esteem, body dissatisfaction and disordered
eating

strategies; making honest stress appraisal and realistic
assessment of expectations of others, travel demands
and injuries.

Positive outcome: possibility to develop individual
strengths and interests; empowering dancers to create
sustainable careers; Environmental mastery, personal
growth, optimism, establishing meaning and purpose,
autonomy; positive relations with others; self-acceptance
Navigating body image and puberty: Implementation of
psychological skill training; encouraging critical thinking,
questioning authority, gaining perspective and discussing
how to cope with rejection;

Positive outcome: equips dancers for survival and
success in a body focused culture

Cultural Stressors: Blevins et al., 2020; Blevins et al., 2020; Cahalan et al. 2019; Clements & Nordin-Bates, 2020; Dantas et al., 2018; de las Heras
Fernandes et al., 2020; Fietze et al., 2009; Green, 1999; Haltom & Worthen, 2014; Heiland et al., 2008; Hoffer, 1981; Kartawidjaja & Cordero,
2013; Kosmidou et al., 2017; Kveton-Bohnert, 2017; Mitchell et al., 2021; Mitchell et al., 2020; Mitchell et al., 2017; Nieminen, 1998; Parker,
2011; Petrides et al. 2006; Pickard, 2013; Pickard, 2009; Polasek & Roper, 2011; Pollatou et al., 2017; Rodrigues et al., 2020; Skaardal, 2006;
Swami & Harris, 2012; van Staden et al., 2009; van Zelst et al., 2004; Walter & Yanko, 2008; Wanke et al., 2015; Wenn et al., 2018

Coping with cultural stressors: Adame et al., 1991; Bennett, 2009; Carratini, 2020; Clements & Nordin-Bates, 2020; Critien & Ollis, 2006; de las
Heras Fernandez, 2020; Downs, 2013; Hopper et al., 2020; Kim et al., 2020; Klockare et al., 2011; Kveton-Bohnert, 2017; Lopez, 2019; Mitchell et
al., 2021; Pickard & Bailey, 2009; Redding & Quested, 2006; Rodrigues et al., 2020; Senning, 2020; Swami & Harris, 2012; van Staden et al., 2009;

Watson et al., 2012

Cultural stressors (36 studies)

Dance community and environment (31
studies)

The dance profession and community might
nurture stress, as studies in this review indi-
cate with different demands and stressors on
dancers that are influenced by the perfor-
mance culture of which dancers are a part.
This entails performance pressure, rigid and
narrow-minded identity, ego-orientation,
pressure and belief systems regarding body
ideals, time constraints regarding develop-
ment and nurture of psychological and physi-
cal well-being, abusive power relations and
adherence to tradition.
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Consequently, these stressors affect dancers’
self-esteem and body image, also showing in-
dications to result in perfectionistic tenden-
cies, injuries, demotivation, eating disorders,
obsessive passion and inadequate amount of
sleep.

Body-image and puberty (5 Studies)

Overall, there are strong indications that there
is a higher drive for thinness, self-objectifica-
tion, and negative self-image in ballet. Con-
temporary dance, on the other hand, has been
repeatedly highlighted for individuals to de-
velop healthier relationships with their bodies.
Thus, the type of dance genre but also the
length and time engaged in a particular dance



environment as well as the dancer’s age and
intensity of the classes might have an impact
on dancer’s sense of self and body image.

Therefore, dancers may experience conflict
and struggle between normal pubertal change
and well-established body ideals in ballet tra-
ditions and practices especially. Because the
ballet environment prefers late maturation
during puberty (Mitchell et al.; 2020), dancers
face different challenges, depending on their
individual maturation. Late maturing dancers
have little time to adapt and adjust to physical
and psychological development. Conse-
qguently, they experience implications related
to interactions with their peers, their identity
as teenagers and anxiety about the outcome
of their physical development (Mitchell et al.,
2020; Mitchell et al., 2021). Dancers who ma-
ture early are often less prepared to deal with
pubertal challenges, having spent less time in
childhood. They tend to have a higher dropout
risk and are more vulnerable to psychosocial
issues related to low self-esteem, body dissat-
isfaction and disordered eating (Mitchell et al.,
2020; Mitchell et al., 2021).

Coping with cultural stressors (20)

Resilience seems to be a pre-requisite to man-
age rejection and other adversities in the bal-
let world (Pickard, 2013). However, how a
dancer handles the multiple stressors in the
dance environment is just as essential as the
physical and mental skills demanded within
the dance culture (Kveton-Bohnert, 2017).
That means that the more in-the-moment and
task-oriented one can remain during an event,
the less likely anxieties will interfere with per-
formance (Kveton-Bohnert, 2017).

Therefore, studies suggest making dance stu-
dents aware of the real-life world of work.
Sometimes this is done by incorporating ca-
reer management, self-management and
small business skills. This can offer the stu-
dents the chance to develop their individual
strengths and interests that will empower
them to create sustainable careers. However,
psychological skills, such as goal setting, focus,
simulation training and valuing individuality
do not develop naturally and dancers can’t de-
velop to their full potential without training
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these skills (Redding & Quested, 2006; Car-
ratini, 2020; Klockare et al., 2011).

Screenings, for example, can become a useful
tool to identify mental health issues and aid
the implementation of the above-mentioned
psychological skills training in dancer’s sched-
ules (Redding & Quested, 2006). Implement-
ing psychological skill training and encourag-
ing critical thinking, questioning authority,
gaining perspective, and discussing how to
cope with rejection will thus equip dancers for
survival and success in a culture that might
perceive physical characteristics as less ideal
(Mitchell et al., 2021; Klockare et al., 2011;
Carratini, 2020; Redding & Quested, 2006).

However, negative experiences can also lead
to a process of sophisticated reflection, read-
justment, and the opportunity to refocus if
the dancer could evaluate its impact on their
perceived ability, self-esteem and motivation
(Pickard & Bailey, 2009). Helpful adversity
coping skills and strategies in these situations
entail making appropriate use of social sup-
port, such as staying around positive friends
and mentors, applying emotion-focused cop-
ing strategies, and making honest stress ap-
praisals as well as realistic assessments of the
expectations of others, travel demands, and
injuries (Kveton-Bohnert, 2017 citing
Harmison, 2006). Thus, resilience characteris-
tics such as environmental mastery, personal
growth, and optimism, establishing meaning
and purpose, autonomy, positive relations
with others, and self-acceptance seem to be
an essential key for dancers to endure the ri-
gors of training (Kveton Bohnert, 2017; Sen-
ning, 2020).

Environmental stressors (6 studies)

Mirrors and uniforms appear to be the biggest
environmental factors impacting a dancers’
self-image, body esteem and risk of develop-
ing eating disorders. Also, the general display
of photos of extremely thin dancers in schools
and studios seemed to have a harmful effect
on dancers (Dantas et al., 2018; Dearborn et
al. 2006; Radell et al. 2014; Li, 2011).



Environmen-
tal stressors

& coping
strategies

General: mirrors and uniforms biggest factor im-
pacting dancers’ self-image and body esteem;
General display of photos of extremely thin danc-
ers in schools and studio had harmful effect
Negative outcomes: dancers seem to become ab-
sent from their bodies, obsessing about individual
body parts, increasingly seeing themselves as ob-
jects rather than kinesthetic «feeling» humans;
increase risk of developing eating disorders.

General: educational environments should be supportive
of critical thinking in artistic processes and the media;

Let dancers critically analyze and acknowledge dangers of
emulating someone else; being aware that comparison
might lead to impossible standards;

Dance schools can allow wearing of clothes in which stu-
dents feel comfortable

Environmental stressors: Dantas et al., 2018; Dearborn et al., 2006; Li, 2011; Kveton-Bohnert, 2017; Radell et al., 2004; Radell et al., 2014

Coping with environmental stressors: Bennett, 2009; Heiland et al., 2008; Kveton-Bohnert, 2017; Li, 2011; Senning, 2020

While dancers seem to see mirrors as neces-
sary tools to facilitate technical growth, they
also develop their own individual relationship
to the mirror which in turn reflects who they
are physically and how they view themselves
(Radell et al., 2014). However, a negative con-
sequence is that dancers seem to become ab-
sent from their bodies, obsessing about indi-
vidual body parts and increasingly seeing
themselves as objects rather than kinesthetic,
«feeling» human beings (Radell et al., 2014;

photos, educational environments should be
supportive of critical thinking in artistic pro-
cesses and towards the media. This means to
let dancers critically analyse and acknowledge
the dangers of emulating someone else and
being aware that comparisons might lead to
impossible standards (Heiland et al., 2008;
Kartawidjaja J.E. & Cordero, 2013). Further-
more, dance schools might allow for the wear-
ing clothes in which students are comfortable
instead of adhering to strict attire (Li, 2011).

Dearborn et al., 2006).

Personal stressors (56 studies)

Coping with environmental stressors (5)
For dancers to cope with environmental
stressors such as mirrors and the display of

Personal Performance identity: pressure to identify with

stressors predetermined identities in dance environments.
Expected behaviors such as dedication, passion

& coping and mental toughness

strategies Negative outcomes: expectation of linear road to

success; self-worth depending on success or the
ability to «do things right»; physical and psycholog-
ical social problems; obsessive passion, with-
drawal; feelings such as shame; loss of self-esteem.
Increase in risk behavior and, consequently,
chronic injuries, maladaptive perfectionism, strug-
gle with self-regulation

Gender identity: male dancers self identifies with-
or perceive a sexual minority status; more prone to
bullying, teasing and harassment; Stereotypes,
homophobia, heterosexism bias and harassment
accepted as commonplace and expected, negoti-
ated and endured; negotiating identities as men in
gender codified dance form (ballet).

Negative outcome: male dancers need to chal-
lenge dominant cultural stereotypes of male danc-
ers as gay, effeminate, weak, not athletic and not
being real boys; management of stigma such as
idolizing powerful, strong dancers, asserting heter-
osexuality, compare ballet to sports; hiding their
profession; embarrassment about wearing dance
clothes or carrying dance equipment; leaving
dance not willing to challenge and resist stereo-
types anymore
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Navigating dancer identity: pre-professional dancers
should receive early training in self-development with a
holistic perspective on dancer’s identity; Psychological
skills training; Nurturing harmonious passion.

Positive outcome: promote well-being in dancers; self-de-
fining activity; dance doesn’t overshadow other aspects of
life or taking up disproportionate part of one’s identity;
dancers more likely to stay engaged in dance

Navigating gender identity: support system (parents,
friends, teachers, coaches) essential; Role models; In-
creased help by management; Teachers should be aware
of social pressure of male dancers and work to counter
negative assumptions and stereotypes; Educators can chal-
lenge dancers and give them extra attention

Positive outcome: higher self-esteem; decrease in stress,
anxiety; fewer injuries; Role models help to prepare pre-
professionals by identifying and foreseeing potential chal-
lenges; Alienate challenges connected to transitions out of
profession.

Navigating eating disorders: Make students aware of the
negative effects of comments about physical appearance
of others; Dance schools and studios should follow a pro-
tocol which outlines actions and steps to early detect and
prevent eating disorders; Nutritional assessments, well-
ness workshops, counselling; screening focusing on skele-
tal and muscular development, alignment and function.
Teachers using anatomic terms in instructions and base
feedback on the functionality of the body rather than
physical appearance; Promote students’ skills and personal



Eating attitudes and disorders: Overall warning
signs include increased stress, perfectionism, fa-
tigue, excessive exercising outside of dance, sleep
disturbances and menstrual dysfunctions.
Negative outcomes: Eating disordered dancers
shown to be more depressed, impulsive, emotion-
ally disturbed, isolated and alienated from their
work; described themselves as failures; felt physi-
cally unacceptable; remained at egocentric stage
of development; ballet dancers seem at higher risk
of developing eating disorders than contemporary
dancers.

Injury: Mental state of dancers influence both if in-
jury might occur and how effectively an injury will
be coped with; limited coping strategies, perfec-
tionism, self-regulation, fatigue, sleep deprivation,
stress and overtraining are risk factors for substan-
tial injuries in dance.

Negative outcome: frustration, fear, distress, de-
motivation, anger and depression; fear of negative
reactions of teachers and peers; feelings of guilt,
fearing impact of injury on career; pessimism
about severity of injury and time needing to heal;
psychological trauma

Perfectionism: prevalent among pre-professional
ballet and contemporary dance students; predic-
tors include experiencing heightened perfection-
istic strivings and concerns in comparison to them-
selves, picking up cues emphasizing comparison
and normative abilities in their environment.
Negative outcome: debilitative imagery; greater
anxiety; intensities and lower levels of self-confi-
dence; increased risk to develop eating disorders;
mental health problems in relation to self-critique
and overly evaluative processes not to holding per-
sonal standards for performance or actions

strengths targeting dancers at risk rather than general
population

Positive outcome: reducing overevaluation of extreme
thinness; increasing satisfaction with body image; Early de-
tection of eating disorders

Navigating injuries: effective coping strategies facilitate
psychological adjustment to stressful and traumatic expe-
riences of injury and improve recovery time; Therapists es-
sential in offering emotional, informational and tangible
support throughout the process; Coaches and medical pro-
fessionals must acknowledge utilization of different coping
styles and the need to change psychological meaning in
the dancers’ experience; Therapists, sport psychologists,
medical professionals and teachers should work collabora-
tively in order to offer holistic approach to injury manage-
ment; Identity those that might be struggling mentally but
are not seeking psychological help or are showing mala-
daptive signs of coping; Goal setting, visualities and im-
agery integrated into rehabilitation and recovery pro-
grams; Evaluating media use and screen time; Short naps
during daytime to compensate sleep deficiency; Enhancing
physical and psychological fitness; Adopting objective
stance to circumstances; Accepting the experience and
maintain a positive mind-set; Teachers can encourage stu-
dents to use psychological strategies, such as positive self-
talk, social support, reading information about the injury
and the rehabilitation process, writing journals, learning
relaxation skills and setting SMARTER goals

Positive outcome: reduce negative emotions surrounding
the situation; generate higher levels of happiness and self-
esteem; Strategies might act as buffer against negative im-
pact of injury induced time away from training and per-
forming

Navigating perfectionism: dancers benefit from engaging
in visualizations and multisensory image that led to an ab-
sorption in the tasks, which leaves little space for perfec-
tionistic thoughts.

Practicing mindfulness and mindful learning strategies.
Mindful learning facilitates focus, psychological flexibility
and creativity

Positive outcome: foster the development of mental and
emotional patterns which assist dancers to achieve flow in
peak performance states; Reduce tyrannical self-criti-

cism and nurture dancers’ personal development toward
self-compassionate and autonomous self-mentorship

Personal stressors: Archinard & Scherer, 1995; Aujla et al., 2014; Backlund & Wallén, 2016; Batur et al., 2003; Benn & Walters, 2001; Blevins et
al., 2020; Blevins et al., 2020; Bonbright, 1995; Bottamini, 2000; Cahalan et al., 2019; Carr & Wyon, 2003; Clements & Nordin-Bates, 2020; Critien
& Ollis, 2006; Green, 1999; Dantas et al., 2018; Downs, 2013; Fietze et al., 2019; Gittens, 2012; Haltom & Worthen, 2014; Haraldsen et al., 2019;
Haraldsen et al., 2020; Haraldsen et al., 2021; Heiland et al., 2018; Hoffer 1981; Karin & Nordin-Bates, 2020; Kartwidjaja & Cordero, 2013; Kenny
et al., 2019; Kveton-Bohnert, 2017; Liederbach & Compagno, 2001; Li, 2011;Macchi & Crossman, 1996; Mainwaring et al., 2003; Minton, 2001;
Nieminen, 1998; Nordin-Bates et al., 2011; Nordin-Bates et al., 2014; Parker, 2011; Pentith et al., 2020; Petrides et al., 2006; Pickard, 2013; Po-
lasek & Roper, 2011; Politt & Hutt, 2020; Puddu, 1998; Reis et al., 2019; Risner, 2014; Rodrigues et al., 2017; Schluger, 2010; Skaardal, 2006;
Slater & Tiggemann, 2002; Solomon et al., 2002; Spadafora, 2010; Stracciolini et al., 2017; van Staden et al., 2009; Stornaes et al., 2019; van Win-
den et al., 2020; Walter & Yanko, 2018

Coping with personal stressors: Aujla et al., 2014;Batur et al., 2003; Bonbright, 1995; Carratini, 2020; Critien & Ollis, 2006; Dantas et al., 2018;
Diaz et al., 2008; Downs, 2013; Fietze et al., 2009; Flower, 2019; Gittens, 2012; Haltom & Worthen, 2014; Karin & Nordin-Bates, 2020; Klockare
et al., 2011;Kveton-Bohnert, 2017; Li, 2011; Macchi & Crossman, 1996; Mainwaring et al., 2003; Nordin-Bates et al., 2011; Nordin-Bates et al.,
2011; Parker, 2011; Pentith et al., 2020; Pickard & Bailey, 2009; Politt & Hutt, 2020; Puddu, 1998; Redding & Quested, 2006; Risner, 2014; Solo-
mon et al., 2002;

The performance identity (15 studies)
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Studies show that dancers experience pres-
sure to identify with predetermined ideal
identities in dance environments (van Staden
et al., 2009; Haraldsen et al., 2021). These en-
tailed expected behaviors - such as dedication,
passion and mental toughness - resulted in ex-
pectations of a linear road to success (Har-
aldsen et al., 2021).

With self-worth often depending on success
or the ability to «do things right», dancers re-
ported experiencing physical, psychological,
and social problems and have shown indica-
tions of obsessive passion, withdrawal and dis-
played feelings such as shame and loss of self-
esteem (Cahalan et al., 2019). Especially ob-
sessive passion was shown to increase risk be-
havior and has been associated with chronic
injury, maladaptive perfectionism, struggle
with self-regulation and a persistence to
dance through injuries (Cahalan et al., 2019).

Gender identity (5)

While opportunities should be offered based
on skill rather than gender, data indicates that
opportunities are still far from equal across
gender (Clements & Nordin-Bates, 2020). Fe-
male dancers, for one, have reported their au-
tonomy to be thwarted either directly through
punishment or indirectly via elements of the
training environment such as requiring corps
de ballet members to train for longer hours
(Clements & Nordin-Bates, 2020).

Male dancers, on the other hand, self-identify
with or perceive a sexual minority status and
are therefore at least seven times more likely
than the public to be bullied, teased, or har-
assed - regardless of their sexual orientation
(Risner, 2014). Thus, stereotypes, homopho-
bia, heterosexism bias and harassment are ac-
cepted as commonplace and expected, negoti-
ated, and endured (Risner, 2014; Polasek &
Roper, 2011). Furthermore, being part of the
male ballet culture requires dancers engage in
heteromasculinity in performance and negoti-
ate their identities as men while performing a
dance form that is highly stigmatized as ef-
feminate and gender codified (Haltom &
Worthern, 2014).

Consequently, male dancers report the need
to challenge dominant cultural stereotypes of
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male dancers as gay, effeminate, weak, not
athletic, and not being real boys. (Risner,
2014; Haltom & Worthern, 2014; Polasek &
Roper, 2011). Therefore, male dancers seem
to engage in the management of stigma and
negative stereotypes by idolizing powerful and
strong performers, asserting heterosexuality
by highlighting their access to women or men-
tioning girlfriends as well as making compari-
sons of ballet to sports in order to masculinize
ballet (Risner, 2014; Haltom, 2014; Polasek &
Roper, 2011). Additionally, some report not
sharing their occupation with other people
and expressed embarrassment about wearing
dance clothes or carrying dance equipment
(Polasek & Roper, 2011; Li, 2011). Finally,
some subsequently leave dance due to not be-
ing willing to challenge or resist stereotypes
any longer (Polasek & Roper, 2011)

Eating attitudes and eating disorders (11)

In general, there are indications that ballet
dancers are at a higher risk of developing eat-
ing disorders than contemporary dancers
(Nordin-Bates et al., 2011; Schluger, 2010;
Benn & Walters, 2001; Dantas et al., 2018).
While the latter seem more accepting of dif-
ferent body shapes and weight than ballet,
the former shows patients with eating disor-
ders who had extensive ballet training exhibit-
ing significant differences in emotional defi-
ciency, such as interoceptive awareness and
maturity fears (Dantas et al., 2018; Archinard
& Scherer, 1995). Stressors in the ballet envi-
ronment such as mirrors, ballet aesthetics, de-
mands of choreography, role models, the
power of directors, choreographers, and
teachers as well as the climate’s ingrained
power cultures and the cult-like behavior it in-
duces might be significant indicators to why
ballet dancers seem more prone to developing
eating disorders (Benn & Walters, 2001; Dan-
tas et al., 2018; Schluger, 2010). Conse-
guently, individuals are still taking short cuts
to meet physical ideals and are not heeding
advice that was not related to the real de-
mands of the profession (Benn &Walters,
2001).

Overall, warnings signs of disordered eating
included increased stress, perfectionism, fa-
tigue, excessive exercising outside of dance,



sleep disturbances and menstrual dysfunc-
tions (Nordin-Bates et al., 2011; Batur et al.,
2003; Rodrigues et al., 2020; Puddu, 1998).
While these factors seemed prevalent in fe-
males, perfectionism seemed a common pre-
dictor variable for both male and female danc-
ers. (Nordin-Bates et al., 2011).

As a result, eating disordered performers were
shown to be more depressive, impulsive, emo-
tionally disturbed, isolated, and alienated
from their work than their healthy peers and
described themselves as failures, felt physi-
cally unacceptable, and remained at the ego-
centric stage of development (Hamilton et al,
1997).

Injury (13 studies)

The mental state of dancers influences not
only if an injury might occur but also how ef-
fectively an injury will be coped with. Studies
show that coping skills, personality traits such

staff, and parents and what impact the injury
would have on their dance career, some danc-
ers said watching a class would evoke feelings
of guilt and anger (Macci & Crossman, 1996;
Backlund & Wallén, 2016).

Reactions during rehabilitation seemed, on
the other hand, to vary between optimism to
resume a career to pessimism about the se-
verity of the injury and the amount of time to
fully heal (Macci & Crossman, 1996). Further-
more, there are indications that it is the sever-
ity of the injury and the related degree of psy-
chological trauma that will impact whether
the dancer reacts adversely to the injury
(Macci & Crossman, 1996).

Perfectionism (12)

Fact box:
Perfectionism

as perfectionism and self-regulation, fatigue,
stress and overtraining are amongst those
that can be singled out as risk factors for sub-
stantial injuries in dance (Kenny et al., 2019;
van Winden et al., 2020; Liederbach & Com-
pagno, 2011; Pentith et al., 2020).

While accumulation of stressors significantly
related to onset of acute injuries, sleep depri-
vation has been reported to increase the risk
for fatal errors and injuries (Fietze et al., 2009;
Downs, 2013; Reis et al., 2019). Sleep data
from two studies reflected ongoing stress in
ballet dancers which increase before a premi-
ere performance, highlighting that baseline
sleep duration and sleep efficiency were al-
ready lower in this group than in the normal
population (Fietze et al., 2009; Stracciolini et
al., 2017; Reis et al., 2019).

Perfectionism is usually considered to be a personality trait
or disposition that influences domains of personal signifi-
cance (Nordin-Bates et al., 2014). Further, it can be broadly
defined as a combination of perfectionistic strivings and
perfectionistic concerns (Nordin-Bates et al., 2014).

Perfectionistic strivings: capture aspects of perfectionism
that reflect the pursuit of perfection and setting exceed-
ingly high standards (Nordin-Bates et al., 2014)

Perfectionistic concerns: Perfectionistic concerns entail as-
pects of perfectionism reflecting concerns over perfor-
mance, evaluative fears about others, and negative reac-
tions to imperfection (Nordin-Bates et al., 2014)

Perfectionism, or perfectionistic tendencies,
seems prevalent among pre-professional bal-
let and contemporary dance students (Har-
aldsen et al., 202; Nordin-Bates et al., 2014,
2011). Significant predictors for female danc-
ers entailed, for example, experiencing height-
ened perfectionistic strivings and concerns in
comparison to themselves (Nordin-Bates et
al., 2014; Schluger, 2010). It also seems that
dancers who pick up on cues emphasizing
comparison and normative abilities in their
environment are more likely to develop a dis-
positional tendency to define achievement in

Consequently, dancers have reported feeling
frustration, fear, distress, demotivation, an-
ger, and depression when first injured (Macci
& Crossman, 1996; Backlund & Wallén, 2016).
Thus, the immediate post injury period is one
of maximum emotional disorganization.
Shock-like responses might entail denial con-
cerning the seriousness of the injury or the im-
pact it will have on future performances or
goals (Macci & Crossman, 1996; Backlund &
Wallén, 2016). While several indicated that
they feared the reactions of teachers, peers,
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socially comparative terms (Carr & Wyon,
2003).

Consequently, perfectionism can be linked to
debilitative imagery, greater anxiety intensi-
ties and lower levels of self-confidence (Har-
aldsen et al., 2021; Nordin-Bates et al., 2014,
2011). Furthermore, perfectionism is a com-
mon predictor variable for eating disorders in
both male and female dancers (Nordin-Bates
et al., 2014). Other research findings indicate
that mental health problems related to per-
fectionism can be seen in relation to self-cri-
tigue and the overly evaluative processes and
not to holding personal standards for perfor-
mance or actions per se (Stornaes et al., 2019).

Coping with personal stressors (29 studies)
Dancer identity coping (9 studies)

Several studies point to the stringent demand
that the ballet profession and community im-
poses on dancers. It therefore suggests that
pre-professional dancers receive early training
in self-development with a holistic perspective
with regards to the dancer’s identity (Solomon
et al., 2002; Diaz et al., 2008, van Staden et al.,
2009).

Also, psychological skills training, including
goal setting, focus, imagery and simulation
training, might be essential to promote well-
being in dancers (Carratini, 2020, Redding &
Quested, 2006, Klockare et al., 2011).
Furthermore, looking closer at a younger pop-
ulation. Research shows that young dancers
exhibiting harmonious passion adhere to self-
defining activity due to their passion while this
doesn’t necessarily overshadow other aspects
of life or taking up a disproportionate part of
their identity (Aujla et al., 2014, 2015).

Thus, nurturing harmonious passion might be
key to contributing to aspiring dancers’ well-
being as well as enabling them to stay en-
gaged in dance (Aujla et al., 2014, 2015).

Gender identity coping (4 studies)

Research offers several useful suggestions of-
how to aid male dancers in coping with obsta-
cles they might face. A support system, of
which parental support was highlighted as
most important, is essential. This, especially

52

considering that perceived social support
seemed more significant than actual support
received, resulting in decreased depression,
stress, anxiety and a higher self-esteem as
well as fewer injuries.

Role models such as male professionals or
senior students might also help to prepare
pre-professionals by identifying and foresee-
ing potential challenges that they might face
and boost their self-esteem (Li, 2011). The lat-
ter and increased help by the management
might also help to alienate challenges con-
nected to transitions out of the profession,
such as the closed nature of the dance world
inhibiting reaching out to other areas of social
and professional life, causing lack of confi-
dence and dependence on the institution (Par-
ker, 2011). Furthermore, teachers seemed
aware of the social pressure male dancers
might face and worked to counter negative as-
sumptions and stereotypes by challenging the
dancers and giving them extra attention
(Posalek & Roper, 2011; Li, 2011).

Coping with eating attitudes and eating disor-
ders (5 studies)

Overall, it is important to make students
aware of the negative effects comments
about physical appearance have on others
(Dantas et al., 2018). Specifically for teachers
this means the use of anatomic terms for in-
structions, basing feedback on the functional-
ity of the body rather than physical appear-
ance and promotion of a students’ skills and
personal strengths thus reducing the over-
evaluation of extreme thinness and increasing
satisfaction with body image (Dantas et al.,
2018). Studies further suggest that dance
schools and studios should follow a protocol
which outlined actions and steps to early de-
tection and prevention of eating disorders
(Dantas et al., 2018; Bonbright, 1995). These
protocols should entail measures such as nu-
tritional assessments, wellness workshops,
counselling, screenings focusing on skeletal
and muscular development, alignment, and
function (Bonbright, 1995). However, it might
be feasible to target those dancers at risk
when developing such a program instead of
the general population of university or dance
students (Batur et al., 2003).




Coping with Injury (8 studies)

Because effective coping strategies might fa-
cilitate psychological adjustment to stressful
and traumatic experiences of injury and im-
proved recovery time, therapists play an es-
sential role in the dancers’ rehabilitation by
offering emotional, informational, and tangi-
ble support throughout the process (Pentith
et al., 2020; Macci & Crossman, 1996). How-
ever, it seems essential that coaches and med-
ical professionals acknowledge the utilization
of different coping styles and the need to
change the psychological meaning of the
dancers’ experience in order to facilitate the
coping process (Pentith et al., 2020). Further-
more, therapists, sport psychologists, medical
professional, coaches, and teachers should be
encouraged to work collaboratively in order to
provide a holistic approach to injury manage-
ment and also to identify those who may be
struggling mentally but are not seeking psy-
chological help and support, or are showing
signs of maladaptive coping (Politt & Hutt,
2021; Macci & Crossman, 1996 Mainwaring et
al., 2003).

Overall, effective tools include goal setting,
visualization and imagery which can be inte-
grated into rehabilitation and recovery pro-
grams or even into a collaboration between
physical therapists and psychologists (Politt &
Hutt, 2021; Nordin-Bates, 2020; Mainwaring
et al., 2003). Evaluating media use and screen
time as well as including short naps during
daytime, might further compensate for sleep
deficit and assist dancers toward improving
their training intensity, enhancing physical and
psychological fitness and avoiding injuries and
fatal errors (Fietze et al., 2009; Stracciolini et
al., 2017)

Adopting an objective stance to circum-
stances, accepting of the experience, and
maintaining a positive mindset might also re-
duce the negative emotions surrounding the
situation and generate higher levels of happi-
ness and self-esteem (Pentith et al., 2020).
Furthermore, teachers can facilitate recovery
by encouraging their students to use psycho-
logical strategies (Mainwaring et al., 2003).
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These include promoting positive self-talk, so-
cial support “get togethers”, reading infor-
mation about the injury and the rehabilitation
process, journal/logbook entries of experience
and goal setting, learning relaxation skills as
well as setting SMARTER goals (Mainwaring et
al., 2003). Thus, such strategies might act as a
buffer against negative impact of injury in-
duced time away from training and perform-
ing (Pentith et al., 2020).

Coping with perfectionism (3 studies)

Overall, it seems that dancers benefit from en-
gaging in visualizations and multisensory im-
ages that seem to lead to an absorption in the
tasks, which leaves little space for perfection-
istic thoughts (Karin & Nordin-Bates, 2020;
Kveton-Bohnert, 2017). Another study has
shown that mindful learning facilitates focus,
psychological flexibility, and creativity which,
in turn, can reduce tyrannical self-criticism

and nurtures dancers’ personal development

toward self-compassionate and autonomous
self-mentorship (Kveton-Bohnert, 2017).

Therefore, practicing mindfulness and mindful
learning strategies might be well suited
measures to foster the development of men-
tal and emotional patterns which assist danc-
ers to achieve flow in peak performance states
(Flower, 2019; Kveton Bohnert, 2017).

General coping variables (26 studies)

Reviewing and screening the research in-
cluded in this review has shown that there
were different general coping variables, such
as motivation, creativity, and emotional intelli-
gence, which seemed important either for the
development or the promotion of coping
strategies and coping processes when faced
with a range of different stressors. Each of
these will be outlined in turn.



Motivation (16 studies)

Fact box:
Motivational climates

Task oriented climate: a climate in which effort, personal

and collective improvement is rewarded, cooperative

learning is encouraged, the contributions of every dancer

are acknowledged and mistakes are responded to with
informational feedback instead of punishment both ver-
bally and physically (Quested & Duda, 2009; Aujla et al.,

2014; Hancox et al., 2017).

This climate enhances autonomous flow, supportive re-
latedness and an increased focus on creativity and well-

being as well as artistic dimensions (Haraldsen et al.,

2019; 2020; 2021; Tvedt, 2011; Aujla et al., 2014; 2015;

Quested & Duda, 2009; Hancox, 2014; Hancox et al.,
2017).

Ego oriented climate: a climate in which mistakes are

punished and competition is enhanced; might predispose

dancers to higher levels of trait anxiety, nurture perfec-
tionism and heighten perfectionistic characterizations
such as setting high standards, fear of failure and inabil-

ity to accept personal mistakes (Carr &Wyon, 2003).

Other negative outcomes include controlled motivation,

depression, and performance anxiety

As highlighted in the first section, teaching
and learning affect the conditions and per-
sonal factors such as a performer’s motivation
and psychological functioning (Haraldsen et
al., 2020; Hancox, 2014; Aujla et al., 2014,
2015; Quested & Duda, 2009). Task-oriented

climates, in this respect, shown to have a posi-

tive impact on the dancer’s mental health
(Quested & Duda, 2009; Aujla et al., 2014;
Hancox et al., 2017).

Ego-oriented climates, on the other hand,
punish mistakes and enhance competition.

Hence it might consequently predispose danc-

ers to higher levels of trait anxiety, nurture
perfectionism and heighten perfectionistic
characterizations such as setting high stand-

ards, fear of failure and inability to accept per-
sonal mistakes (Carr & Wyon, 2003). As adher-

ence is associated with the perception of a
task involving motivational climates, students
that might perceive ego-oriented climates in

their training are at higher risk of dropping out

(Aujla et al., 2015). However, climates can be
perceived differently and can vary within
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dance genres. Perfectionism might, for exam-
ple, be coloring dancers’ perceptions of the
motivational climate (Nordin-Bates et al.,
2014). In turn, motivational climate can rein-
force the achievement behavior associated
with perfectionism and be a significant predic-
tor for eating disorders in male dancers (Nor-
din-Bates et al., 2011; Schluger, 2010).

Creativity (8

Like motivation, creativity also seems to be in-
volved in complex interaction with many per-
sonal and environmental dimensions (Watson
et al., 2012). Overall, autonomy, alongside va-
riety and opportunity, seems to have played a
key role in the choreographer’s development
of creativity (Nordin-Bates, 2020; Clements &
Nordin-Bates, 2020). Perhaps unsurprisingly,
creativity seems more nurtured in contempo-
rary dance than ballet which could be ex-
plained by the less autonomically supported
ways ballet tends to be taught in (Nordin-
Bates, 2020). This is significant considering
that dancers need to show active involvement
and willingness to participate in a creative task
which also requires letting go and making
space for ideas that arise imaginatively and
unconsciously (Watson et al., 2012). Hence
dancers, who are often either taught to fear
or are intrinsically afraid of making mistakes,
require support and encouragement from the
environment to free themselves from the
worry of being wrong (Watson et al., 2012).
Therefore, traits such as perfectionism may
hinder creativity and make the intrinsic moti-
vation and intense task focus required for cre-
ative work unlikely (Nordin-Bates, 2020; Karin
& Nordin-Bates, 2020).

Emotional intelligence (2)

Emotional intelligence (EQ) has given good in-
dications about how people cope and why
they adopt certain coping strategies (Petrides
et al., 2006; Wenn et al., 2018). Individual
backgrounds, differences in work experience
and personal characteristics explain the per-
sonal differences in EQ (Wenn et al., 2018;
Petrides et al., 2006). For example, partici-
pants revealed different personal characteris-
tics, such as being patient, positive and pas-
sionate, lack of self-control or lack of resili-
ence. These in turn also varied in EQ values.




Individuals that scored high on EQ facets such
as self-esteem, happiness and optimism re-
flected a generalized sense of well-being ex-
tending from past achievements and future
expectations (Wenn et al., 2018). Overall it
tended towards dance teachers with more
teaching experience having stronger emo-
tional intelligence than those with less experi-
ence (Wenn et al., 2018). This is consistent
with previous research that suggests teachers
develop a stable set of core beliefs about their
teaching abilities as they gain experience
(Wenn et al., 2018). Further, there are indica-
tions that EQ might be an antecedent to resili-
ence where high EQ facilitates resilience to
stress, while low EQ might be an indicator of
lack of resilience (Wenn et al., 2018).
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General discussion

Research design, methodology and
quality

Comparing the research traditions in the two
main sections of a) pedagogy - mainly posi-
tioned within a qualitative paradigm drawing
on philosophy, sociology, and phenomenol-
ogy, and b) mental health - mainly positioned
within dance science, medicine, and psychol-
ogy - both revealed quite large methodologi-
cal discrepancies.

Identified studies within the Teaching and
Learning section were in general more practi-
cally oriented. These often applied a philo-
sophical or sociological stance and used small-
scale qualitative action-based research. As a
result this field appeared more explorative,
less empirically sound, and more anecdotally-
based than research in the Mental health sec-
tion. A parallel of this overall finding might be
reflected in the Scandinavian dance research
environment. Traditionally, dance science in
Norway has been being rooted in research
fields such as phenomenology, humanistic and
historical tradition, and sociology, and less an-
chored within psychology, medicine, and

physiology.

This concept also translated into the research
quality. In the teaching and learning section,
there were issues regarding research quality,
such as a lack of distance (by placing the role
as researcher within and personally involved
in the heart of the research), and failing to
document reflexivity and general rigor in the
method sections. We also have some concerns
about the quality of the most sited research
journal of dance education. The overall quality
is in the lower range in comparison to other
areas such as sport science or educational sci-
ence in general. We also noted that the identi-
fied high-quality studies appeared not to
choose to publish their studies in specific
dance journals. Instead, they published in
more high-ranking journals within the field of
sport science or more general educational
journals.
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Conversely, reviewing the identified studies in
the Mental health section revealed studies fol-
lowing a more traditional empirical format
through conducting mainly evidence-based re-
search projects. By documenting and report-
ing issues such as bias, methodological proce-
dures, reflexivity, ethical considerations, and
rigor, these studies generally appeared to be
of higher quality. However, a weakness of
these studies within the mental health section
seemed to be the lack of explorative and ap-
plied approaches, and hence, there is a poten-
tial in developing a more sound connection
between theory and practice.

Overall, studies within the dance research
community seemed to lack robust and sophis-
ticated rigor and quality. They did not seem to
be replicated nor re-examined sufficiently,
which might lead to a lack of building on-and-
strengthening of prior acquired knowledge. In-
stead, there seemed to be a problem with too
many studies based on anecdotical evidence
and small-scale single studies that lack a sys-
tematic and collaborative approach.

Likewise, when reviewing the range of popula-
tion entailed in this scoping review, there
seemed to be a preoccupation on pre-profes-
sional dancers and HE-students, while only a
handful of studies focused on professional,
mature, or retired dancers. Furthermore, most
studies focused on ballet dancers, perhaps
since ballet and its structure presents varia-
bles that appear to be easily measurable.
However, more research of a variety of dance
genres seems overdue.

Resilience and Ethics in

Dance Education

To present an overview of the findings we will
focus the discussion within and across the two
main topics. We have structured this discus-
sion focusing on both the research questions,
but it is also linked to the scoping review’s
sub-themes, as outlined in the introduction.



Teaching and Learning

RQ1: What characterizes the teaching and
learning in western theatre dance?

An overarching finding in relation to the first
research question was the existence and pre-
occupation of the dichotomy and tensions be-
tween the two main teaching and learning
paradigms: traditionalism and progressivism.

When putting all the reviewed studies and evi-
dence together, the picture became clearer-
there is robust evidence pointing to the need
for a shift in the teaching and learning culture
in dance that favours a progressive dance edu-
cation. A contradiction seemed to exist be-
tween the liberating power that an arts educa-
tion can provide and the continuing history of
authoritarian teaching modes in the dance
field, noted by several scholars (e.g., Dragon,
2015; Lakes, 2005; @stern, 2017).

The research analyzed in this review high-
lighted - the need and benefits of consciously
raising awareness of how we teach and ac-
quire knowledge and, the identification of the
inherited ‘doxa’ (things taken for granted and
socialized). For example, this entailed chal-
lenging traditional ideas and practices as well
as acknowledging and questioning tacit
knowledge through a reflective, critical, and
transformative learning practice. Thus, re-
search points to a need for a transition from a
tacit, private educational culture to a collec-
tive and critical pedagogical performance cul-
ture.

Since the traditionalism way, rooted in con-
servatoire-style dance teaching, utilized a hier-
archical, teacher led and authoritarian ap-
proach, current discourse has begun to ques-
tion how dance education can develop tech-
nical insight and artistic abilities without ham-
pering students’ ability to engage actively, cre-
atively and by using own agency.

In this review, we have identified a lot of anec-
dotal evidence and qualitative small-scale
studies on dance teaching and learning. A red
thread through these studies is a growing in-
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terest in practice-based action research inter-
ventions and case-studies in the field, testing
out new strategies to embodied somatic
learning, skill acquisition, enquiry-based and
student-centered learning, agency, and co-
production in performance. These then en-
hance the 21st century skills of critical think-
ing, creativity, communication, and collabora-
tion.

This identified movement towards a paradig-
matic shift from within the dance culture chal-
lenge the older, authoritarian teaching style.
One might question if these studies and exam-
ples represent the ‘few eager and progressive’
or ‘the many’ in the dance field. Do they in
fact represent a real shift in teaching and
learning in dance? While the review docu-
mented a quite nuanced picture of varied
practices, at the same time, it also presented
robust evidence of a replication of the same
old traditional ways.

However, both traditions seem to co-exist to
some degree. As such, this paradigmatic di-
chotomous situation is not a black and white
picture, or as it might look like in the overview
table (see Table 21). This co-existing of two
paradigms might create ambivalence within
the dance students that need to cope with
changing learning cultures on a daily basis.

Despite the fact the paradigms seem to follow
the line of dance genres, making classical bal-
let the most traditional, and the contempo-
rary the most progressive, it is not the context
or dance genre per se that determines teach-
ing and learning quality or paradigmatic posi-
tioning. For instance, some traditional, and
technique-based approaches have trans-
formed into the more progressive field of so-
matic dance education (Dragon, 2015;
Rothmund 2019; @stern, 2017). On the other
hand, the apprenticeship culture, the tacit
taken for granted knowledge, lack of critical
reflection, and teach as you were taught, are
also identified within more progressive -based
practices (Dragon, 2015). In other words, it is
not the ‘what’, but the ‘how’ that seems most
important. Specifically, how dance pedagogies
or choreographic processes are led and orga-
nized, are of most importance for the quality



of the experiences of the dance students and
dancers. Hence, which paradigm the teachers
work within and how they approach teaching
and learning are vital, more than the type of
dance technique per se. A more progressive
and democratic approach to teaching aes-
thetic dance forms does not mean students
will not develop strong technical expertise or
gain thorough understandings of specific tra-
ditional dance techniques. Rather, such learn-
ing occurs from a more holistic perspective
when students can be more actively engaged
in own learning, critically reflect, exert agency,
and undertake responsibility for their personal
movement choices.

How to implement the shift? We advise a
change from within. Changing the ‘how’ does
in time change the ‘what”. We must break
the traditional apprenticeship-learning chain,
so that new generations evolve (Lakes, 2005).
However, there seems to be a gap between
the evidence-based and experienced-based
stakeholders in the dance fields, creating diffi-
culties in how to implement evidence-based
dance practice. Also, despite the ‘old news’
and sound evidence for change, the way
dance teaching and learning are culturally em-
bedded, appear to make change difficult.
Hence, change is challenged from ‘above’ (cul-
ture, structures), ‘within’ (socialized and doxit
attitudes in teachers/choreographers), and
‘below’ (socialized attitudes and expectations
from students).

Some positive changes seem to be on the way,
especially in some cultures (for instance
UK/US dance institutions), that have suc-
ceeded in creating collaborations between
dance researchers (evidence-based
knowledge) and the dance practitioners (expe-
rience-based knowledge). This has pointed to-
wards the importance of also targeting struc-
tural change, when changing practice is a goal.
Also, focusing on lifelong learning, implement-
ing more pedagogical information and teach-
ing courses, and the implementation of pilot
projects that explore new evidence-based and
ethically sound ways of teaching and learning
in, through and from dance might be useful
strategies towards change.
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The concept of ‘transformation’ might be at
the core in these matters supporting change
from within. This is a situation where learners
get the opportunity to engage in transforma-
tive processes that challenge his or her tacit,
taken-for-granted assumptions, beliefs, val-
ues, and expectations. “It is no coincidence
that this heightened sense of criticality devel-
oped around the same time | was undertaking
a teaching qualification for higher education”
(Rimmer, 2017, p.222). However, change of
traditions and cultures is not a quick fix, and
need to be addressed in a long-term and sys-
tematic way.

RQ2: How does the teaching and learning tra-
dition impact on identity, interrelationships,
agency, teaching practice, and ethics in
dance students, dance teachers, and profes-
sional dancers?

The second research question is about conse-
qguences of the different teaching and learning
paradigms and practices. This involved several
subthemes, outlined in the introduction.

Comparing the two teaching paradigms, stud-
ies in the scoping review clearly point out that
the newer, progressive-based teaching styles
(authoritative) are more beneficial for dance
students’ health, development and well-being.
This way of teaching nurtures a) autonomy
and empowerment, b) collaboration and relat-
edness, and c) creates a task-involving teach-
ing climate that fosters mastery and compe-
tence development. Authoritarian teaching,
on the other hand, seems to trigger the crea-
tion of maladaptive identities and has a nega-
tive impact on self-worth, self-esteem, and
self-compassion which, in turn, might result in
risk behavior and maladaptive coping strate-
gies.

Evidence from this scoping review highlights
that most of the teaching and learning in
dance practices are based within the tradition-
alism paradigm. However, in cases where a
more progressivism-based teaching and learn-
ing took place, the results show that students
and dancers experience freedom, agency,
meaningfulness, intrinsic motivation, creativ-
ity, personal development, and transformative



learning. These learning cultures are also
found to be less competitive, more collabora-
tive, reflective, and non-hierarchical.

There also seems to be a gap between the
teachers’ and students’ perceptions and
wishes. While teachers seem to overestimate
their own teaching style and quality, students
tend to wish for more democratic behavior,
student-centered learning, positive feedback,
and less of the authoritarian and controlling
teaching style.

While teaching and learning traditions have
been discussed at length in several studies,
there have been only a few studies addressing
ethics, relatedness and the challenge of power
relations between teacher and student. This
was a bit surprising, given the hierarchical na-
ture and asymmetric power-relations that ex-
ist between both teachers and students in
dance education, and between choreogra-
pher/ company leaders and dancers in the
dance profession. However, the few studies
that did address this important matter high-
lighted, a) the importance of being ethically
aware of the power and stakeholder position
that dance teachers and choreographers keep,
and, b) the potential negative consequences
that this unbalanced power-structure and con-
trolling conditions have on performers’ moti-
vation, enjoyment, and well-being. Applied
strategies are needed to balance the scale -
and the need for future research on this topic
is crucial and urgent.

Mental health:

RQ1: What are the mental health status and
challenges in Western theatre dance stu-
dents, teachers, and professional dancers?

Findings show that dance students, dancers
and dance teachers are at high risk of experi-
encing mental health challenges. A range be-
tween 30-50% of the dance population (rela-
tive to different studies and measures) seem
to suffer from at least one mental health issue
during a year, while one third has reported a
mental health issue as their most severe
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health problem of which perfectionism, gen-
eral anxiety, stress due to external factors,
eating disorder, and constant tiredness were
among the most reported challenges.

RQ2: Which factors influence, impact, or re-
late to dance students’, teachers’, and danc-
ers’ mental health?

As outlined in the analysis of this review,
many different impactful stressors could be
detected: environmental, situational, interper-
sonal, personal, and cultural.

Participants in several studies have been de-
scribing certain cultural stressors within the
dance environment as «part of the deal» and
something that simply has to be endured.
Pressure from above, below and within are, in
other words, tacitly expected, accepted, and
cultivated. These findings highlighted that tra-
ditions are running deep in dance and that
challenging these traditions to instigate a
much-needed change represents a difficult, al-
beit not impossible, task to undertake.

Only a few studies have outlined certain im-
portant factors such as social and ethical back-
grounds and financial means (situational
stressors). This is a significant gap which
points to a lack of important information
which would increase awareness and under-
standing of the dancer’s means, support sys-
tem and environment.

When taking a closer look at the personal
stressors addressed in the review, many danc-
ers appear to be their own worst enemy by
possessing little knowledge about how to at-
tend to injuries, mental health issues, restitu-
tion and building a life outside the dance envi-
ronment.

It became apparent though, that how and to
which extent these stressors manifested
themselves varied between the different
dance genres investigated in the different
studies. Despite the majority of the studies in
this review investigating ballet dancer’s men-
tal health, classical ballet appears to still foster
a very traditional and mentally tough perfor-
mance culture in which dancers’ mental well-



being is not given the attention it desperately
needs. Other genres such as jazz seem to
share some of classical dancer’s worries con-
cerning body image, gender identities and ste-
reotypical body ideals connected to dance.
Social media focus and general commercializa-
tion of the body also affect dancer’s body im-
age and self-esteem. However, the latter and
the dancer’s mental well-being has, so far, re-
ceived little attention within research. Con-
temporary and modern dance seem to have
shifted towards a more progressive view on
the cultivation and reflection of positive body
image, albeit with little research focus on spe-
cific stressors and mental health issues.

Overall, there has also been little focus on
freelance dancers and a lack of investigation
into whether this group experiences the listed
stressors the same way as dancers employed
in companies. Furthermore, none of the stud-
ies dedicated their attention to the im-
portance of transitions (not only out of the
profession into retirement but also in other
areas such as from childhood to puberty,
within school levels, from school to company
or freelance life...) and their impact on
dancer’s mental health.

Many studies have coupled their investigation
into specific stressors with suggested coping
strategies. However, only a handful of the lat-
ter are thoughtfully presented as helpful tools
for both teachers and students alike while a
majority chose to outline their strategies on a
more generalized level. Only a few of the pre-
sented coping strategies have been practically
applied and almost none of the studies in this
review have been replicated. In other words,
little data exists on the efficiency and applica-
bility of these coping strategies in a variety of
target groups. Considering that environmental
stressors such as poverty and racism and per-
sonal stressors such as injuries and perfection-
ism, to name but a few, can seriously affect
dancer’s mental health and promote maladap-
tive coping strategies, more applied research
in this area is long overdue.

As this review has highlighted, very little has
been specifically written about resilience.
While some studies concluded that certain,
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successfully applied coping strategies might
potentially promote resilience and how it pos-
sibly might be nurtured, we know little about
how resilience manifests itself in dance and
what factors contribute to dancers becoming
and perceive themselves as resilient. None of
the studies addressed the ambivalent discus-
sion whether resilience is a character trait or a
process but rather chose to point to its un-
clear state. However, new studies within sport
investigate the connection between Self-De-
termination Theory and growth seeking be-
havior. The latter could, apart from the other
factors highlighted in this section, represent
an interesting starting point for further inves-
tigation of resilience in dance as well.

Applied reflections

Performance culture and teaching paradigms
are controllable and changeable which makes
them an important starting point to instigate
change. It is within educational settings that
awareness and consciousness of the tacitly
how and why in teaching and learning can be
raised and explored. As such, traditions and
personal attitudes colored by these traditions
should be investigated and changed from
within. The need for a paradigmatic shift into
more student-centered teaching and learning
seems clear and evidence based. Some take
home messages might be to apply some of the
different strategies for teaching and learning
that have already been put forward within the
new progressive learning paradigm:

v Integrate somatic practice that
links body, emotions, and mind.

v Integrate reflective practice and
critical thinking

4 Enhance improvisation, creative
processes, and co-production

v Develop teaching designs that im-

plement inquiry-based, active
learning and student agency

v Implement ethical awareness and
new power structures
v Look more to the future and the

need for stimulating the 21st



v century skills; critical thinking, cre-
ativity, communication, and col-
laboration.

A more systematic focus on the role of mental
health in dance might also present new possi-
bilities to introduce students to psychological
skill training. Previously, this has often been
either neglected or introduced very late in
dance students’ lives. However, presenting
and learning how to apply these tools and
coping strategies throughout dance education
is likely to equip younger dancers in meeting
stressors embedded in both their own mind-
sets and environments.

The importance of evidence-based, applied
work which connects the theoretical and re-
search based with the practical and experi-
ence based cannot be understated. This re-
view has shown that good ideas and sugges-
tions in research remain just theories unless
practically applied, evaluated, challenged, and
replicated. Likewise, anecdotal evidence and
sole focus on applied work seem to result in
little evidence-grounded work with questiona-
ble quality and general applied relevance. In
other words, the constant connection be-
tween the experience-based and knowledge-
based (theory and research) is essential in or-
der to conduct high quality research which has
the power to instigate needed, lasting and
positive change.

Future research

As this review has shown, there is need for fu-
ture research within different topics. In rela-
tion to the first reviewed topic; teaching and
learning in dance, too much focus and studies
have been myopic in zooming in on the ten-
sions between the two main paradigm of tra-
ditionalism and progressivism. Yet, this discus-
sion is ‘old news’ since it has taken place for
centuries in the field of general education.
Coupling that with extensive and persuasive
evidence which this scoping review is only
adding more fuel to the fire. We do not need
more studies investigating how learning
works, or the benefits of learning strategies
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grounded in constructivism and social con-
structivism. Instead, we need more interven-
tionist studies that explore and test how to
implement these learning principles into real
teaching and learning practices, which should
then be shared and spread through their ap-
plied knowledge. Further, we need more re-
search on interrelations, communication,
power structure and ethics, as well as topics
within the field of didactics (curriculum, as-
sessment strategies, and how to facilitate a
collaborative, in contrast to privatized, teach-
ing culture).

In relation to the second subject area - dance
and mental health - other important topics
and issues are left behind. We have identified
little explicit data on either what or how relate
to the concept of resilience in dance. We
know, for example, little about what factors
contribute to resilience manifesting itself in
dancers. There were also few studies address-
ing the actual applying of the suggested cop-
ing strategies. That means future research
should focus on the resilience process as a
whole as well as the applied strategies and ef-
fects of coping strategies investigated in previ-
ous studies. Also, little attention has been
raised towards important topics such as tran-
sitions between childhood and puberty or dif-
ferent school levels, out of school-into-com-
pany, within freelance life, and diversity
within western oriented dance traditions (de-
colonialization, sexual orientation, social
class). Further research examining these im-
portant themes is in dire need.

Overall, future projects should be mindful
about connecting the applied with the theo-
retical and view them as two complementing
parts instead of separate units. That will
strengthen the rigor and quality in dance re-
search and would allow for easier replication
processes within the different dance research
fields.



Strengths and Limitations

This scoping review has several strengths.
First, a thorough and systematic approach
over a two-year period based on a pre-defined
PRISMA-based protocol. Second, the assis-
tance given by the librarian staff, and the use
of several databases in the main search, ex-
tensive hand search, and the assistance of
Rayyan as a screening tool, offering blind func-
tion and paired screening processes. Lastly,
the peer debriefing process over several
phases and the use of reference groups.

There are also limitations. One important as-
pect is the broad scope with two different, yet
partly overlapping topics. This challenged the
process of structuring the thematic analysis,
how to divide or share the identified studies
into the two topics, and how to present the
overall summarized evidence of the review.
This may affect the readability of the report,
which is extensive and long. A risk then, is to
get a good and reliable grip of the extensive
and detailed material in order to inform best
practice and future research. To meet this lim-
itation, we are planning to create a web page
for dissemination and communication of the
scoping review to a broader audience. An-
other limitation was the quite heterogenous
data material, with a broad range of research
designs, methodological assumptions, and re-
search paradigms. To synthesize, compare,
and aggregate the findings was challenging
across such heterogenous research material
and it also challenged the research team’s
range of competence and experience.
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Conclusion

The purpose of this scoping review was to
identify and analyze the trends of the availa-
ble research themes, methods, populations,
and evidence within the REDE related topics of
a) teaching and learning in dance and b) dance
and mental health.

In the examination of how research was con-
ducted, it was clear that the research within
the two main topics of pedagogy and dance
science were methodologically heterogeneous
and positioned within quite different method-
ological research paradigms, affecting both
the research quality and the applicability of
the research. More methodological rigor and
systematic approach is needed in dance re-
search, especially within the field of pedagogi-
cal and practice-based dance research. Addi-
tionally, more studies on professional, mature,
and retired dancers, as well as more applied
quality research integrating theory and prac-
tice are warranted.

The scoping review identified three main
themes in the topic of teaching and learning in
dance: dance culture, learning-process, and
being. A key finding in the first theme, dance
culture, showed that dance practice is highly
cultural constituted, affected by the
worldviews of the two main teaching para-
digms of traditionalism and progressivism, im-
plicitly influencing the assumptions, beliefs,
structures, power relations, ethics, aesthetics,
and behavior of the dance teachers, dance
students, and dancers.

These overarching paradigms in the dance cul-
ture set important frameworks of teaching
and learning in dance. On the one hand - a
mainly teacher-centered learning process in
line with the more traditional, individualized,
and authoritarian conservatoire model; on the
other hand - a student-centered model based
on more democratic, authoritative, and collab-
orative was of learning. The latter was proved
to be more beneficial in relation to the third
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theme of being, since it seemed to nurture en-
hanced motivation, enjoyment, achievements,
health, and well-being.

Considering the second topic, dance and men-
tal health, the scoping review identified two
main themes: stressors and coping with
stressors. A set of stressors exist as determi-
nants related to mental health (i.e., cultural,
interpersonal, environmental, situational, and
personal), affecting the mental health of
dance students, dancers, and dance teachers.
A key finding was that tradition is running
deep in the dance culture, and that stressors
such as cultural, interpersonal, and environ-
mental are mainly culturally embedded, which
link the review’s first topic of teaching and
learning in dance directly to the topic of dance
and mental health. Another key finding was
the identification of a range of personal stress-
ors that revealed the dance students and
dancers themselves, in many cases, were their
own worst enemy, adding a lot of pressure
from within in addition to contextual and ex-
ternal stressors.

In light of the second identified theme in the
thematic analysis of dance and mental health,
coping with stressors, the scoping review iden-
tified some important general coping variables
such as motivational quality, creativity, and
emotional intelligence, which seemed im-
portant either for the development or the pro-
motion of coping strategies and coping pro-
cesses when faced with a range of different
stressors. Key findings were that adaptive cop-
ing is linked with agency, autonomy, meaning
and purpose, as well as social support, care,
and student-centered teaching and learning.
On the other side, maladaptive coping is re-
lated to external control, performance orien-
tation, contingent self-worth, stress, pressure,
anxiety, and risk behaviors such as perfection-
ism, obsessiveness, and overtraining.



A key conclusion is the evidence-based need
for a paradigm shift into more student-cen-
tered teaching and learning . We found signs
of this through the following —

- a growing interest in practice-based action
research interventions,

- case-studies testing out new strategies

- embodied somatic learning

- skill acquisition

- enquiry-based and student-centered learning
- agency

- co-production in performance

- enhancement of 21st century skills of critical
thinking, creativity, communication, and col-
laboration.

However, we are questioning if these studies
and examples are indeed representing the
‘few eager and progressive’ instead of ‘the
many’ in the field of dance. That’s because the
evidence identified many instances of con-
servatoire-style dance teaching still employing
the traditionally utilized hierarchical, teacher-
led and authoritarian approach where the stu-
dent must conform to the ideal requirements
of the tradition, culture, identity-roles and
ways of teaching and learning.

Also, evidence from research on dance stu-
dents’, dancers’ health and well-being under-
pin many occupational hazards and some ethi-
cal challenges, which highlight that the peda-
gogical change is not that reflected in parallel
outcome data.

Performance culture and teaching paradigms
are controllable and changeable, and hence,
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teacher education in dance is key, which
should be evidence-based and about more
than syllabus and dance-technical methodol-
ogy. Also, another key could be to have more
research-based pilot projects and practice-
based interventions from ‘within’ to aid the
implementation process and learn from best
practice.

In light of the research gaps identified by

this review, we suggest that future research
agendas should focus on heightening method-
ological research quality within the field of
dance pedagogy.

This would entail developing new and sound
applied research designs that link experience-
based and evidence-based knowledge to-
gether while systematically targeting
identified knowledge gaps.
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