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Abstract

In 2020, the Covid-19 pandemic struck South Africa and the dance 

education course for pre-service student teachers had to be re-

imagined for distance learning. Globally, many dance educators moved 

to synchronous online learning platforms, but in South Africa most 

students struggled with internet access, data, devices and the lack of 

appropriate physical space to work synchronously. Hence, I designed an 

asynchronous teaching method that facilitated dance experiences to 

my vastly diverse students, at home. Students were provided with 

instructions for dance-making activities that they could do either by 

themselves or with their family members. For this course, they had to 

provide evidence of participation in these activities by means of video 

recordings, photos or writing a short reflection. Pedagogically, this new 

method of teaching dance education is unique, since students 

participated in the dance asynchronously and in isolation, rather than 

the usual synchronous participation in community with their peers. This 

course however encouraged participants to involve their family 

members in the dance, which unlike other dance education methods, 

o�ered opportunities to share the actual dance experiences with family 

members, bringing the dance into the home and community 

environments. This enabled students to have autonomy over their own 

dance experiences to choose not only how they wanted to create each 

dance, but also, which dance vocabulary they wanted to explore and 
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develop. Students could thus choose how they wanted to express 

themselves without the usual confinement of required stylistic criteria. 

From these movement expressions emerged an organic decolonised 

approach to both experiencing and teaching dance. Moreover, these 

dance experiences seemed to build connection in times of isolation 

and facilitate experiences of healing in times of trauma. This paper 

reflects on this surprisingly e�ective new dance teaching praxis which 

emerged from distance education.

Keywords: decolonising dance, online education, creative arts 

education, trauma, isolation 

Introduction

In March 2020, the Covid-19 pandemic struck South Africa and we joined 

the rest of the world in lockdown. In a matter of weeks, higher 

education institutions across the globe had to transfer academic 

programmes to online platforms to provide multiple pathways for 

students to complete the academic year via distance education. For 

South African higher education institutions, the move away from face-

to-face came with a specific set of challenges. Most students struggled 

with access to internet due to the absence of signal where they lived, 

and/or due to a lack of money to pay for data and bandwidth required 

for online learning. Many students also lacked an appropriate device - 

which in the South African context means access to a smart phone and 

not necessarily a computer/laptop. Due to lockdown, many students’ 

home environments also made it di�cult to find a quiet corner to work 

in, and some students had to share their device with a sibling who also 

had to engage in online learning. 
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My task was to re-imagine a tertiary dance education course for 

distance learning in a manner that would accommodate these 

challenges. Globally, many dance educators moved to synchronous 

online learning platforms such as Microso�t Teams, Zoom or Skype to 

imitate a face-to-face class experience (Gingrasso 2020; Heyang and 

Martin 2020). However, I was not in favour of synchronous online 

platforms for South African students. Synchronous online platforms 

would only cater for those who are privileged enough to a�ord good 

devices, bandwidth and data, and I had an ethical problem with 

intentionally excluding many students who do not have these 

privileges. Indeed, I felt that insistence on synchronous online 

platforms perpetuated the cycle of inequality in education, as it 

continued to favour those who have, and discriminate against those 

who have not, deepening the already present educational divide. 

I was also mindful that students’ challenges to connect to synchronous 

online sessions could cause feelings of despair, frustration and being 

le�t behind, which would debilitate students’ morale and add to their 

trauma in a time of crisis. Because crisis it was. I was deeply aware that 

our students, along with the rest of the world, were faced with the 

emotional strain of trying to survive a pandemic. Anxiety, fear of falling 

sick, experiences of loss, isolation, depression, frustration and an 

urgent desire to learn how to deal with these overwhelming emotions, 

was evident amongst students (and other people).

My quest was clear, I not only had to design an asynchronous course for 

distance learning – but I also had to do it in a way that would add value 

to the quality of life students were experiencing. Many scholars have 

written about the value of dance in releasing stress, experiencing 

freedom (Stinson 1997; Marx 2015) and contributing to a better quality 
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of life (Bond 2019). Research has shown that dance movement therapy, 

a field derived from dance education, has been used to alleviate trauma 

and anxiety (Karkou and Sanderson 2001; Koch et al.. 2014; Koch et al.. 

2019). Thus, I was adamant to create opportunities for students to 

actively participate in the dance, to add to their quality of life during 

lockdown. 

This chapter provides a reflective analysis of my experiences in 

developing and implementing the new ‘dance-at-home’ course for 

distance education. Rolfe, Freshwater and Jasper’s (2001) reflective 

framework guided my thoughts as I critically engaged with the ‘What? 

So what? and Now what?’ questions to make sense of some memorable 

incidents during this course. Cook-Sather, Abbot and Felten (2019: 17) 

however, advise Scholarship of Teaching and Learning (SoLT) 

practitioners to move away from rigid methodological frameworks 

when presenting reflective writing. They encourage a “flexible, open 

approach” to “create the generative space necessary to represent the 

fullness of analysis of learning and teaching.” 

As such, this chapter provides a brief overview of the newly designed 

dance-at-home course, followed by a glimpse of what I saw on a weekly 

basis. Therea�ter, a reflective analysis will provide my professional 

learning surrounding the outcomes of this dance-at-home course, as it 

seemed to create spaces for: (1) Decolonising dance experiences (2) 

Connection in times of isolation (3) Healing in times of trauma and (4) 

E�ective teacher training. The conclusion summarises the chapter.

The dance-at-home course

This dance education course forms part of a compulsory Creative Arts 

module for the Foundation Phase pre-service student teachers at the 
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University. Its purpose is to prepare students who are mostly ‘non-

dancers¹’ to become dance education facilitators in their future 

classrooms. Dance education is di�erent to dance-as-performance-art, 

since the primary focus is on the holistic development of individuals as 

they engage with the process of dancing and dance-making, rather than 

prioritising the end-product - a flawless performance (Karkou and 

Sanderson 2001). Whereas dance-as-performance-art requires dance 

training to perfect the detailed nuances of each movement, dance 

education provides opportunities for participants to explore their own 

movements and their creative Selves. Creative movement (a teaching 

method within dance education) generally incorporates movement 

exploration, bodily expression, creative problem-solving and dance-

making activities (Hanna 2008). 

Prior to the pandemic, these dance education sessions consisted 

mostly of interactive and collaborative dance-making activities with 

others, which allowed for placing the physical body at the centre of 

understanding the Self as a social being (Ko� 2000). My doctoral 

research investigated the value of such embodied interactions for 

developing awareness of Self in relation to Other, ultimately promoting 

cohesion (Marx 2015). Due to the pandemic, embodied interactions 

which are an integral part of this module, were impossible. Hence, I was 

deeply concerned about the value and e�ectiveness of a dance 

education course that had no interactive dance-making experiences. 

Heyang and Martin (2020) rightfully asked how dance education could 

be sustainable during a time of social distancing, distance learning and 

pandemic. 

__________

¹ I am not fond of this term, since all persons should be considered ‘dancers’.
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Another challenge was finding a suitable mode of communication to 

provide equal access to the course. Equal access to education is an 

important Constitutional (RSA 1996) human right that I wanted to 

uphold in my teaching praxis. Fortunately, students received free access 

to our online learning management system (LMS) platform Moodle as it 

is a zero-rated data site. Unfortunately, students had to pay for data if 

they clicked on a Uniform Resource Locator (URL). If my intention was 

to ensure no additional costs for students, I had to make my own dance 

tutorials and upload them onto Moodle. Moodle’s upload limit was only 

50 Mb. This meant that I had to record a 5-minute video with my 

phone’s camera on a medium resolution, send it to my husband via 

WhatsApp, have it sent back to me, upload it onto google drive on my 

phone, access it on my laptop, edit the video if necessary, and finally 

upload it onto Moodle. Although this was a time-consuming process, it 

worked². I made a series of 5-minute videos which students could 

access for free. Students could access written explanations and 

instructions on Moodle if they struggled with poor internet signals. The 

medium for free and equal access to education was set. 

I designed a new asynchronous teaching method that facilitated dance 

experiences for students, at home. One hundred and eighty students 

were provided with video tutorials that included instructions for weekly 

dance-making activities that they could either do by themselves, or 

with their family members. For example, ‘Choose an emotion. Design 

five movements that would depict that emotion. String your 

movements together to form a dance.’ Each activity had an ‘alone 

option’ and a ‘family option.’ Each week, students were required to 

submit evidence of themselves doing these dance activities to myself __________

²  Lately I am more online savvy: The video can be edited by phone, WhatsApped 
to a second sim card and uploaded from the phone directly onto the Moodle 
app.
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via WhatsApp³. Initially, I had an ethical concern with insisting on 

students sending me videos of themselves dancing, since I felt like it 

sounded quite creepy. Also, aware that I was training future teachers, I 

wanted to role model safe dance teaching praxis to protect future 

vulnerable children. Hence, I created a choice. Students could either 

submit a video recording, or a set of action photos, or write a short 

reflection of what they enjoyed most about each activity, as evidence of 

their participation. Since these were submitted via WhatsApp, I could 

send students individual feedback through personalised voice notes. 

The course span across six weeks and students actively participated in 

a total of 18 dance activities.

Through the eyes of the facilitator

I received wonderful videos of students and families smiling, having fun 

and dancing together in their home environments during a time of 

crisis. I was deeply moved. Students danced in small tin rooms, outside 

‘rondawels,’ in the dust of a field, in deserted lecture halls, bedrooms, 

corridors, garages, pavements, and in a grassy field next to cows in-

front of a beautiful mountain range. I met students’ family members 

and learnt more about ‘their other-than-student identities’ as students. 

One student had three of her own children on her hips as she showed 

me her activity while another gathered her four young siblings to dance 

with her. Another started a dance video in a whisper, ‘sorry Mam, I will 

not be able to play the music because my baby is sleeping next to me’ 

before she stealthily tiptoed through her routine. Many students 

danced with their children, siblings, roommates, boyfriends, parents, 

_________

³ Initially we tried video submissions through Moodle, but students seemed to 
prefer WhatsApp since it was more user-friendly and used little data. At this 
point, students started receiving a free data bundle from the university.
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grandparents or some of the community’s children. Others danced 

alone. 

I felt a veil li�t as I was invited into students’ homes (albeit virtually). I 

became more aware of whom I was teaching. I no longer perceived 

students as cohorts of culturally diverse people who shared a 

communal homogenous ‘student identity.’ Each student was unique in 

terms of their role and responsibilities within their families and home 

environments. Glimpses into the lived lives of students allowed for a 

more humanising perspective of them. This changed the way I 

understood my role as lecturer. I became more understanding of 

students’ circumstances and more lenient towards ‘second-to-family 

issues’ such as assessment deadlines. Moreover, witnessing students’ 

home environments reminded me of our complex tasks as teachers to 

relate new content to what these diverse individuals already know, as 

Piaget (1947) suggests. As such, I became more mindful and adaptable 

during content creation to ensure a more inclusive approach to 

learning and teaching. 

Reflective analysis

In the first week students had to choose a movement that represents 

each family member. They could ask family members to provide them 

with a movement or create their own. They required a minimum of five 

movements, and where the family was small, they could add the names 

of special people to their family dance. One student - a father, decided 

to gather his whole family for the activity. The grandfather of the family 

decided to teach the indigenous movements of their family clan name 

to his grandson. The student thanked me for creating this special family 

moment and shared that his grandmother also tearfully shared her 
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gratitude towards the university to create opportunities for this kind of 

knowledge sharing. 

Decolonising the dance experience

Reflecting on this experience, I realised that some of the dance 

activities in the course created spaces where teaching and learning 

could occur through the organic communal sharing of indigenous 

knowledge within the family. Thus, resembling traditional methods of 

transferring indigenous knowledge in communities with family 

members (Mabingo et al.. 2020). In the above moment, the sharing of 

indigenous knowledge occurred across three generations. Moreover, 

since the instruction to engage in this activity came from a tertiary 

institution, it seemed to facilitate a validation of indigenous knowledge 

systems as being of value and relevant in modernity, and in higher 

education. The dance activities thus created spaces where indigenous 

knowledge could be placed at the centre of the learning experience, de-

centralising Western knowledge systems and subsequently, 

decolonising not only the content, but also the transfer of content 

through traditional teaching and learning methods, as Ndlovu-Gatsheni 

(2013) and Zembylas (2018) suggest.

I observed that quite a few students chose to use their indigenous 

movement vocabulary to explore and develop their creativity during 

these dance-at-home activities. Students could interpret ‘twist, sway, 

jump, turn, lean and collapse’ in their own way, without the pressure of 

conforming to western or Afro-pop dance traditions. Students could 

thus celebrate their indigenous knowledge and cultural identities 

through their dance creations. In this regard, I was reminded of Rowe, 

Buck and Martin (2014) who suggest that traditional indigenous dances 

should not be seen as fossilised artefacts of history, but as dynamic, 
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evolving and artistic dances relevant to current society. Thus, 

encouraging creativity within indigenous dance forms, creates 

opportunities for community members to be validated and celebrated 

as innovators, creatives and artists - as they engage in a symbolic 

representation of the dynamic nature of their ethno-cultural group. 

Hence, these dance-at-home experiences a�rmed pride in ethno-

cultural identity, for those who chose to use their indigenous dance 

vocabulary. 

The creative movement activities of this course thus allowed for the 

exploration of ‘natural’ movements (Kaufman and Ellis 2007), which 

indeed created spaces where individuals could re-discover their 

authentic selves (Smith 2002; Kauppila 2007; Mabingo et al.. 2020). The 

dance thus became interconnected with the lived experience of 

becoming.

Pre-Covid-19, face-to-face dance-making in the multicultural classroom 

looked di�erent, as students designed movements with culturally 

diverse peers. Although I investigated the value of these intercultural 

interactions (van Heerden 2019), I never considered that something of 

value was lost because of the presence of the Other. This dance-at-

home course allowed individuals to be una�ected by the peer pressure 

of popular dance culture or the hidden impact of being in vicinity of the 

other. The extent of this hidden impact on dance-making and how it 

works, still requires investigation. 

In this course, students were free to choose which movements they 

wanted to explore, so they could also explore movements outside their 

cultural styles. Hence, students were not at risk of being unwillingly 

imprisoned by or ‘tied to’ their own ethno-cultural identities (Foucault 

1994). This is something I o�ten wonder about in debates on 
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decolonising the arts. One cannot assume or force a person to study 

indigenous art/dance/music merely because they are African. In the 

context of equal opportunities and respecting the dignity of individuals, 

it is important that we acknowledge an individual’s autonomy of choice 

as to whether they would like to pursue indigenous or Western art 

forms (or both). 

Connection during times of isolation

Humanity’s desire to connect with other people has been emphasised 

during experiences of lockdown. As lecturers we were challenged to 

create opportunities for students to connect with each other during 

online learning. Sadly, this course did not create spaces for student-to-

student interaction. However, this course created a di�erent kind of 

connection, one that is o�ten overlooked by higher education’s 

emphasis on ‘connecting.’ This dance-at-home course seemed to foster 

connection between family members. The first dance activity of this 

course required students to learn a set choreography from a home-

made video tutorial. One student who danced with her family thanked 

me for the activity, since it was the first time that she, her mother and 

sister smiled and laughed together since her father had passed away 

one and a half months ago. This comment struck my heart, as I realised 

the potential impact of these dance experiences in restoring 

connections between family members in times of trauma and isolation. 

I witnessed many connecting moments between family members 

throughout the dance-at-home course. Whether family members were 

dancing together, encouraging from behind the camera, or applauding 

and providing instructions from outside the frame – it was clear that 

the compulsory dance-at-home course a�ected many family members. 

My own studies have shown that dance education has the capacity to 
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build connections, foster friendships and instil notions of care amongst 

participants in the dance (Marx 2015; van Heerden 2019). Thus, for those 

who participated simultaneously in the dance, this may have held true. 

Cultivating connections with family members impacts a person’s 

experience of health and wellbeing (Bell and Bell 2009). Moments of 

connection within the family can also instil hope, the kind of hope that 

makes possible the imagining of a better future. Experiencing 

connection can assist persons to experience support and care, which 

enables them to adapt to the “challenging reality” of living through a 

pandemic, dealing with a fatal disease and lockdown (Bareket-Bojmel 

et al.. 2021: 134). If these connections are not fostered, individuals run 

the risk of experiencing loneliness, isolation, hopelessness, depression 

and anxiety. These family dance experiences seemed to create 

moments of connection between family members, an important 

psycho-emotional experience to assist persons to cope with the trauma 

and isolation begotten by the pandemic. 

The dance-at-home course also fostered a deeper student-lecturer 

connection than the prior face-to-face courses. Since students sent 

their personal videos, photos and reflections each week, I had to 

provide them with regular individual feedback which would not have 

occurred in the face-to-face classroom. I used personalised voice notes 

where I could address each student by name (which is something I 

found challenging in a regular face-to-face setting). The voice notes 

also added a humanising quality to the student-lecturer exchange, 

since students could hear the kindness and warmth of the inflection of 

my voice as I provided them with ways to improve their creative 

imagination, bodily implementation and performance. Thus, voice notes 

enabled me to combine the sharing of cognitive knowledge with 
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emotional qualities such as humour, empathy, kindness and 

understanding. Individualised voice notes also seemed to make the 

students feel special, valued and recognised, because they were getting 

individual attention and recognition from their lecturer. This deepened 

the student-lecturer relationship as it created a series of positive 

learning experiences, which in turn, increased students’ quality of work 

and their creative development. 

As I reflect deeper, I become aware of the limitations of critical and 

concise written feedback, as it leaves little room for emotive 

engagement between student and lecturer. Perhaps it is the absence of 

personalised emotive engagement during critical feedback that o�ten 

induces negative learning experiences. It seemed as if the use of voice 

notes built a more personal connection between lecturer and student, 

which was significant both to student and lecturer, during a time of 

isolation. 

Healing in times of trauma

At one point during the pandemic, I found myself writing up to three 

condolences messages per week. Students, myself and the rest of the 

world were traumatised as many lost family members and/or struggled 

with feelings of anxiety, stress, depression and being overwhelmed. In 

the dance videos however, students were always smiling – even in the 

serious moments when depicting the emotion of anxiety through 

movement, a satisfied, joyful or laughing smile would come at the end 

of the dance as the student moved towards the camera to switch it o�. 

My observation of the dance videos led me to believe that each dance 

session created spaces for students to experience moments of joy, amid 

the trauma. The act of dancing releases hormones such as endorphins 

into the body which enables feelings of happiness (Bungay et al.. 2020). 
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The dance experiences provided spaces where students could breathe 

deeply, have fun, relax and experience some relief from the stress and 

anxiety they were experiencing, which resonates with what scholars 

Stinson (1997), Marx and Delport (2017) and Bernstein (2019) suggest. 

Students could channel their complex emotions about the pandemic 

into a physical and creative outlet. They could be present in the 

moment of movement as the dances allowed for a mindfulness (Koch et 

al.. 2019) that distracted them from potential feelings of being 

imprisoned by panic or despair. They could focus their attention on the 

act of creating something beautiful and meaningful through movement 

- movement, which some may view as a sign of life - during a time of 

loss, fear and uncertainty. Students also experienced a sense of 

accomplishment with each dance submission, a valuable feeling in 

times of feeling overwhelmed. In this regard, Bernstein (2019) argues 

that dance experiences can a�rm and empower individuals to re-

discover themselves as creative and whole human beings a�ter trauma. 

I wonder whether creatively solving the problems posed in each dance 

activity, somehow reminded students of their capacity to deal with a 

challenge successfully and creatively? I also wonder whether the 

dance-making activities empowered students to re-discover themselves 

as creative and capable human beings during a time when many felt 

powerless, as Bernstein (2019) suggests.

Connecting dance with emotional healing, as mentioned earlier, is not a 

new idea. Over centuries ethno-cultural dances have been used, and 

are still used, to build and heal a�liated ethno-cultural communities 

across the globe (Onyeji 2004; Edwards 2010; Marx 2015). Indigenous 

African dances for example, are still used to heal associated 

communities. Dance movement therapy is also a recognised method of 

psychotherapy (Karkou et al.. 2019; Koch et al.. 2019). A most recent 
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study proposes that involvement in music and dance can alleviate the 

psychological and emotional strain associated with contracting Covid-19 

(Cineka and Raj 2021). I propose that involvement in this dance-at-

home course seemed to create spaces for healing in a time of 

pandemic. In this regard, UNESCO (2020) released a statement that 

encouraged teachers across the globe to use creative arts activities 

(such as these dance activities) to provide psychosocial and emotional 

support to students and learners as they deal with the trauma of a 

pandemic. 

E�ective teacher training

A further surprise was that students who engaged in the dance-at-

home course developed a more mature understanding of the value of 

dance education in the classroom, than during the face-to-face course. 

Perhaps it was because the individual had to take full responsibility for 

the creative processes and outcome of each activity. This responsibility 

may have reminded them of the responsibilities they will have as future 

dance facilitators. Perhaps it is the added responsibility and 

determination that comes with online learning – you are on your own 

now, you better make it work. It may also be that they themselves 

experienced the value of these dance-at-home activities as they dealt 

with emotional challenges during the pandemic. Or it might have been 

because students had the option to reflect on each experience, which 

may have invoked a deeper understanding of their experience (Ghaye 

2011). 

Conclusion

In the context of this book, I would like to highlight the professional 

learning that has occurred as a teacher educator. Initially, I was 

convinced that a distance dance education course without embodied 
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interaction with culturally diverse others, would have little value. What I 

did not expect, was that the absence of student-to-student interaction 

would generate new spaces for meaningful experiences. This new 

dance-at-home course created spaces for decolonising the dance 

experience, since students could use their indigenous movement 

vocabulary within their home and family environments, to creatively 

explore both traditional and innovative avenues of expression. Thus, as 

a professional educator, I learnt how to create organic and authentic 

spaces where indigenous knowledge can be shared. I also learnt about 

the value of exploring movements in mono-cultural settings. 

This course seemed to build connections in times of isolation. Students 

could dance with their family members, increasing experiences of care 

and support in times where many experienced fear, anxiety and 

isolation. As professional educator, I learnt that using personalised 

voice notes as feedback facilitates a more humanising student-lecturer 

connection, which facilitates positive learning experiences and 

increases feelings of support in times where many felt isolated. 

This dance-at-home course also created spaces for healing in times of 

trauma, since it provided students with a creative and emotional outlet 

for the stresses related to online learning and the pandemic, as it 

realised experiences of joy and accomplishment. This asynchronous 

‘dance-at-home’ course made equal access to dance education during a 

pandemic, possible. The dance experiences seemed to increase the 

students’ quality of life, as it equipped them to teach dance education 

to their future Foundation Phase learners. 
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A personal note

The implications of these newly acquired insights places me in a 

conundrum. Whereas the value of the ‘dance-at-home’ course is evident 

above, my previous research indicated that the face-to-face course 

promoted social cohesion in a multicultural society (van Heerden 2019). 

Thus, the current question I am asking myself is – in the context of 

South Africa and ‘unity in diversity’ (RSA 1996), which is more 

important? Is it more important to decolonise learning experiences, or 

to promote social cohesion? There are many more deep questions here, 

perhaps for future research.

References

Bareket-Bojmel, L., Shahar, G., Abu-Kaf, S. and Margalit, M. 2021. 

Perceived social support, loneliness, and hope during the COVID-19 

pandemic: Testing a mediating model in the UK, USA and Israel. British 

Journal of Clinical Psychology, 60(2): 133-148. Available: https://doi.org/

10.1111/bjc.12285

Bell, L. G. and Bell, D. C. 2009. E�ects of family connection and family 

individuation. Attachment and Human Development, 11(5): 471-490. 

Available: http://dx.doi.org/10.1080/14616730903132263 

Bernstein, B. 2019. Empowerment‑Focused Dance/Movement Therapy 

for Trauma Recovery. American Journal of Dance Therapy, 41(2): 193-213. 

Available:  https://link.springer.com/article/10.1007/s10465-019-09310-w 

Bond, K. ed. 2019. Dance and the quality of life. Social Indicators 

Research Series, 73. Switzerland: Springer Nature.

Bungay, H., Hughes, S., Jacobs, C. and Zhang, J. 2020. Dance for Health: 

The impact of creative dance sessions on older people in an acute 



Critical reflections on professional learning during Covid-19:Context, practice and change

337

hospital setting. Arts and Health, 14(1):1-13. Available: https://

pubmed.ncbi.nlm.nih.gov/32028845/

Cineka, A. and Raj, J. M. 2021. Dance and Music as a Therapy to Heal 

Physical and Psychological Pain: An Analytical Study of COVID-19 

Patients during quarantine. European Journal of Molecular and Clinical 

Medicine, 7(6): 99-109. Available: https://ejmcm.com/article_1699.html

Cook-Sather, A., Abbot, S. and Felten, P. 2019. Legitimating Reflective 

Writing in SoTL: “Dysfunctional Illusions of Rigor” Revisited. Teaching 

and Learning Inquiry, 7(2): 14-27. Available: https://doi.org/10.20343/

teachlearninqu.7.2.2

Edwards, S. D. 2010. Dance for health: A disclosure. African Journal for 

Physical Health Education, Recreation and Dance (AJPHERD), 16(1): 129-

146. Available: http://dx.doi.org/10.4314/ajpherd.v16i1.53312 

Foucault, M. 1994. Power. Essential works of Foucault: 1954-1984 - 

Volume 3. Translated by Robert Hurley and edited by James D. Faubion. 

London: Penguin Books.

Ghaye, T. 2011. Teaching and Learning through Reflective Practice: A 

Practical Guide for Positive Action. 2nd ed. New York: Routledge.

Gingrasso, S. 2020. Practical Resources for Dance Educators! 

Choreographing our way through COVID-19. Dance Education in Practice, 

6(3): 27-31. Available:  https://doi.org/10.1080/23734833.2020.1791565 

Hanna, J. L. 2008. A nonverbal language for imagining and learning: 

Dance education in K-12 curriculum. Educational Researcher, 37(8): 491-

506. Available: https://doi.org/10.3102/0013189X08326032



Theme 4: Reimagining alternative ways of teaching in higher education

338

Heyang, T. and Martin, R. 2020. A reimagined world: International 

tertiary dance education in light of Covid-19. Research in Dance 

Education, 22(3): 306-320. Available: https://www.tandfonline.com/doi/

pdf/10.1080/14647893.2020.1780206 

Karkou, V. and Sanderson, P. 2001. Dance movement therapy in the UK: A 

field emerging from dance education. European Physical Education 

Review, 7(2): 137-155. Available: https://doi.org/

10.1177%2F1356336X010072003 

Kaufmann, K. and Ellis, B. 2007. Preparing pre-service generalist 

teachers to use creative movement in K-6. Journal of Dance Education, 

7(1): 7-13. Available: https://doi.org/10.1080/15290824.2007.10387327 

Kauppila, H. 2007. Becoming an active agent in dance and through 

dancing: A teacher’s approach. In L. Rouhiainen. ed. Ways of Knowing in 

Dance and Art, 133-143. Finland: Theatre Academy.

Koch, S. C., Kunz, T., Lykou, S. L. and Cruz, R. 2014. E�ects of dance 

movement therapy and dance on health-related psychological 

outcomes: A meta-analysis. The Arts in Psychotherapy, 41(1): 46-64. 

Available: https://doi.org/10.1016/j.aip.2013.10.004 

Koch, S. C., Riege, R. F. F., Tisborn, K., Biondo, J., Martin, L. and Beelmann, 

A. 2019. E�ects of dance movement therapy and dance on health-

related psychological outcomes: A meta-analysis update. Frontiers in 

Psychology, 10. Available: https://doi.org/10.3389/fpsyg.2019.01806 

Ko�, S. R. 2000. Toward a definition of dance education. Childhood 

Education, 77(1): 27-32. Available: https://doi.org/

10.1080/00094056.2000.10522134 



Critical reflections on professional learning during Covid-19:Context, practice and change

339

Mabingo, A., Ssemaganda, G., Sembatya, E. and Kibirige, R. 2020. 

Decolonizing Dance Teacher Education, Journal of Dance Education, 

20(3): 148-156. Available: https://doi.org/10.1080/15290824.2020.1781866 

Ndlovu-Gatsheni, S. J. 2013. Why decoloniality in the 21st Century? The 

Thinker for Thought Leaders, 48(2): 10-16. Available: https://

ujcontent.uj.ac.za/vital/access/services/Download/uj:42333/SOURCE1 

Marx, M. 2015. The transformative potential of dance education to 

promote social cohesion in a post-conflict society: Perspectives of South 

African pre-service student teachers. Unpublished PhD dissertation. 

Nelson Mandela Metropolitan University: Port Elizabeth, South Africa. 

Available: https://vital.seals.ac.za/vital/access/manager/Repository/

vital:20605?site_name=GlobalView 

Marx, M. and Delport, A. 2017. ‘I Am Because We Are’ Dancing for Social 

Change! Educational Research for Social Change, 6(1): 56-71. Available: 

http://dx.doi.org/10.17159/2221-4070/2017/v6i1a5 

van Heerden, M. 2019. “A little kind of community”: South African 

students dance for Self, Other and Society. In K. Bond. ed. Dance and 

the quality of life, 383-400. Springer Publications.

Onyeji, C. 2004. Igbo rural women in Africa as creative personalities. 

Journal of the Musical Arts in Africa, 1(1): 84-101. Available: https://

doi.org/10.2989/18121000409486689

Piaget, J. 1947. The psychology of intelligence. Translated by Piercy, M. 

and Berlyne, D. E. London:  Routledge.

RSA (Republic of South Africa). 1996. Constitution of the Republic of 

South Africa. Act 108 of 1996. Available: https://www.gov.za/documents/

constitution/constitution-republic-south-africa-1996-1 



Theme 4: Reimagining alternative ways of teaching in higher education

340

Rolfe, G., Freshwater, D. and Jasper, M. 2001. Critical reflection in nursing 

and the helping professions: a user’s guide. Basingstoke: Palgrave 

Macmillan.

Rowe, N., Buck, R. and Martin, R. 2014. The gaze or the groove? Emerging 

themes from the New Meanings and Pathways: Community Dance and 

Dance Education Symposium in Beijing. Research in Dance Education, 

16(2): 184-197. Available: https://doi.org/10.1080/14647893.2014.985200

Smith, M. L. 2002. Moving self: The thread which bridges dance and 

theatre. Research in Dance Education, 3(2): 123-141. Available: https://

doi.org/10.1080/1464789022000034695 

Stinson, S. W. 1997. A question of fun: Adolescent engagement in dance 

education. Dance Research Journal, 29(2): 49-69. Available: https://

doi.org/10.2307/1478734 

UNESCO. 2020. Harnessing culture in times of crisis. UNESCO Covid-19 

Education Response, Issue note, 6. 1. Available: Harnessing culture in 

times of crises - UNESCO Digital Library

Zembylas, M. 2018. Decolonial possibilities in South African higher 

education: Reconfiguring humanising pedagogies as/with decolonising 

pedagogies. South African Journal of Education, 38(4): 1-11. Available: 

https://www.ajol.info/index.php/saje/article/view/182624/172001


