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MISSION 
The Isadora Duncan International Symposium (IDIS) is an organization for the 
international community of practitioners of the philosophy, technique, choreography and 
legacy of Isadora Duncan. IDIS provides opportunities in which practitioners can share 
work, learn best practices, and develop new colleagues, thus strengthening and enlarging 
the existing world-wide Duncan community in order to expand the reach and impact of 
Isadora’s revolutionary ideas.  
 
Discovering Duncan is the second biennial event organized by the Isadora Duncan 
International Symposium. We are grateful to the Joffrey Academy of Dance for their 
sponsorship. Meg Brooker, Valerie Durham, Julia Pond, and Jennifer Sprowl formed the 
Steering Committee for the 2015 event. www.duncansymposium.com 
 
 
ABOUT THE PUBLICATION  
The publication contains submissions by the presenters, including outlines of what they 
presented in their sessions, as well as, in some cases, reflections on those sessions and 
supplementary information. While all presenters were asked to submit an essay about 
their session, not all chose to do so. The presenters retain individual copyright for their 
work and are solely responsible for its content. IDIS compiles these proceedings as a 
courtesy to the presenters and to the larger dance community, and the individual authors 
retain the responsibility for all permissions and accuracy of content related to their 
individual contributions. 
 
A full symposium schedule, session abstracts, and presenter biographies are included in 
the appendices at the end of the publication. We hope this publication will serve as a 
resource to Duncan dancers and other scholars and researchers, for it is filled with 
excellent and insightful information about the breadth and depth of Isadora Duncan’s 
approach to dance and to life.  
 
Isadora Duncan International Symposium Organizing Committee  
c. 2015 
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The Art of Performing Duncan: Discovering Duncan Through 
Emotional and Gestural Language 

Patricia Adams, assisted by Kelli Edwards and Irene Lutts, Dances by Isadora 
 
Workshop 
Friday, June 12, 2015 
 
Abstract: This movement workshop led by Patricia Adams will take excerpts from 
Duncan’s repertoire and deeply explore how specific performance choices shape the 
dances. Duncan’s dances are simple in structure but deceptively challenging in execution. 
The dancer must not only master the technique but inhabit the dances in very real and 
nuanced ways. Every dancer who performs her work must make physical and emotional 
choices that resonate for that performer. The subtle differences of intention with gesture, 
focus, musicality, and quality of movement work together to give depth to the performer 
and life and relevance to the performance. 
 
Keywords: performance, interpretation, artistry 
 
 
THE ART OF PERFORMING DUNCAN: DISCOVERING DUNCAN THROUGH 
EMOTIONAL AND GESTURAL LANGUAGE 
 
The workshop began with a brief outline of the content and purpose of the class: We 
would be focusing on the artistry involved in communicating the intent of Duncan's work 
by moving beyond technical mastery and knowledge of choreography. We would explore 
the artistic subtleties involved in creating a meaningful experience, for ourselves as 
dancers, and how our choices affect the audience. In my opinion, the importance of intent 
and thoughtful preparation, to better express the essence of a particular piece of 
choreography cannot be overstated.  
 
We started in a circle, warming up the spine, torso, arms, legs, feet and, importantly, 
hands, using Duncan exercises and movement sequences from Duncan’s repertoire. The 
wave-like movements of arms, hands and spine in the Water study brought the individual 
movements together, as well as beginning the process of thoughtful, nuanced 
expressiveness of our hands and the importance of subtle variation in dynamics. 
 
The dancers took a break while I outlined the rest of the workshop, explaining that we 
would be working on a dance that had been set on me by Julia Levien. I shared my 
thoughts about the dance at the time it was taught to me, honestly and with humility, 
because at that time, I was unable to appreciate the nuances of gesture and emotion in the 
spare choreography of the dance. I did not understand that less--less movement, less 
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choreography--could be profoundly effective, nor did I have the maturity or presence to 
be able to project the emotionality of the dance. 
 
It is always good to know the history behind the choreography and, in this case, there was 
history behind Isadora’s choreography, as taught by Julia Levien, as well as the story of 
my learning the dance and bringing it into the present. I explained that Catherine Gallant 
had recently suggested reviving the dance, which we refer to, as Isadora was wont to, by 
the composer’s name--The Lubeck.  
 
In truth, I had forgotten about the dance, such was my lack of appreciation for its merits 
when I first learned it. I had performed it once or twice and the abandoned it in favor of 
more vigorous choreography. But as I worked on it during the summer of 2014, I realized 
how challenging it is to create the essence of a dance when the choreography itself does 
not contribute to the narrative. In the case of the Lubeck, the choreography was 
ambiguous, enigmatic.  
 
But there is a story, and it was handed down with the dance. As it was explained to me, 
the dance tells of an experience Isadora had following the tragic death of her children. 
Isadora, cloaked in grief, wandered through a plaza, paying little attention to her 
surroundings. She passed a fountain decorated with cherubim, the two stone angels 
caught her eye, and they appeared to her as representations her children.  
 
Mesmerized, she turned toward the fountain, reached, imploringly, to the heavens, and 
knelt beside it. There, in the impenetrable depths of grief, her mind sought refuge from its 
burden and the cherubs came to life. The angels endeavored to lift Isadora out of her 
despair, at first to no avail, but as they continued, she seemed to find some small relief, 
perhaps comforted by the seeming manifestation of her children’s spirits, as she tried to 
fathom and accept her loss.   
 
After showing the dance with Kelli Edwards and Irene Lutts as the cherubim, the class 
learned and practiced the choreography, stopping to discuss details and nuances of 
movement that one might consider when sharing this story with an audience. Dancers 
were encouraged to experiment, the goal being to move beyond the choreography, 
immersing themselves emotionally in the experience, while remembering that the power 
of the dance lies in its spare movements. Florid, overly dramatic execution, as an 
expression of our intense emotional experience, diminishes the power of Isadora's 
choreography.  
 
I encouraged participants to share their thoughts and insights, knowing that there is no 
“true” or “correct” interpretation. Each of us brings what we can to the work and our 
collective experience enriches our understanding and breathes new life into the dances. 
Uncomplicated as some of the choreography is, the beauty lies in our efforts to present it 
in its purest form, without ego, so that those who see it can experience something akin to 
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what Isadora intended. For me, these moments of respectful and mutually appreciative 
collaboration were some of the most rewarding I experienced during the Symposium. 
 
In the end, we were not able to show videos illustrating different interpretations of the 
"Mother," and the "Nocturne". While this might have been interesting for some, I hope 
that the physical experience of working on a choreographic challenge was more 
meaningful to the participants and will encourage them to examine their work and 
experiment as they continue to develop as artists. 

 
 
Bio: Patricia Adams began performing Duncan’s work in 1977 with the Isadora Duncan 
Repertory Dance Company, directed by Sylvia Gold. In 1989 she co-founded Dances by 
Isadora with Catherine Gallant. Patricia has performed and taught throughout the United 
States, in Russia, Japan, Hungary, Finland, and Canada. She has been a faculty member 
at colleges and studios in the Boston area, and at her studio in Foxborough, 
Massachusetts. In addition to studying with Sylvia Gold, her teachers include Julia 
Levien, Hortense Kooluris, and Gemze DeLappe, and her long-time collaborator, 
Catherine Gallant. Patricia continues to perform with Dances by Isadora.  
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Teaching Duncan Dance as Somatic Practice 
Alice Bloch 
 
Workshop 
Friday, June 12, 2015 
 
Abstract: Duncan’s dance, centered in the solar plexus, with its expressive use of gravity 
and wave forms, exemplifies somatic consciousness.  Using essential Duncan elements, 
this workshop offers participants ways to intensify somatic awareness in their Duncan 
practice, bringing them closer to her intent.  They walk to intensify their earth 
connection, and feel the energy flow from solar plexus through fingertips to unite them 
with others.  Imagery adds a poetic/expressive dimension to the experience.  Performing 
archetypal Duncan movements with enhanced somatic awareness, they reflect on their 
experience together.  The workshop concludes with the Offering Walk, a somatic 
expression of community.  
 
Keywords: Somatic, wave forms, energy flow, solar plexus, community, imagery. 
 
 
TEACHING DUNCAN DANCE AS SOMATIC PRACTICE 
 
Over 20 people attended the Somatic Practices workshop.  They appeared totally engaged 
in the process, following the structure from individual exploration to group interaction.  I 
wanted them to perform a complete choreography with the somatic consciousness that 
experienced, and chose the Chopin Prelude, assuming everyone knew it.  However, not 
everyone did, and people knew different variations.  Nevertheless, in reflection, 
participants felt that the structure offered them a pathway to engage more deeply with 
Duncan technique and choreography. 
 
 
Bio: Alice Bloch, a 4th generation Duncan dancer, has a dance history doctorate from 
Temple University and a choreographic MA from UCLA.  She lectures about and 
performs Duncan dance throughout the United States.  She collaborates with Rumi 
scholar Dr. Fatemeh Keshavarz in peace-themed performances, and has presented her 
choreography internationally.  Alice is a board member of the Missouri Dance 
Organization and Missouri Alliance for Arts in Education, specializing in arts integration 
and professional development. She teaches dance for seniors at the Center of 
Contemporary Arts (COCA), and leads movement in the Art and Alzheimers program at 
Washington University’s Kemper Art Museum.    
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Understanding Duncan’s Choreography as the Wellspring of 
Her Technique 
Alice Bloch 
 
Lecture/Panel 
Thursday, June 11, 2015 
 
Panelists: Lori Belilove, Catherine Gallant, Beth Jucovey, Janaea Rose Lynne, Adrienne 
Ramm 
 
Abstract: Practitioners of Duncan dance speak of “Duncan technique,” because its 
qualities make it a foundational style.  What is the source of this technique?  What were 
the origins of the movement the Isadorables taught?  The essentials of Isadora’s dance are 
in her choreography.  We deepen our understanding of her work through exploring how 
the Isadorables and second generation Duncan dancers developed their teaching strategies 
from performing Duncan’s dances.  Contemporary Duncan masters who worked with 
those dancers will analyze how Duncan’s choreography generated her technique.  They 
will share anecdotes and imagery that have helped them comprehend the essence of 
Isadora’s dance. 
 
Keywords: Technique, choreography, Isadorables, second generation 
 
 
UNDERSTANDING DUNCAN’S CHOREOGRAPHY AS THE WELLSPRING OF HER 
TECHNIQUE 
 
Developing this presentation was a complex process of selecting panelists to participate, 
generating questions they would discuss, and selecting choreography for discussion.  The 
goal of the moderator was to be inclusive, and to encourage discussion among branches 
of the Duncan family who are sometimes at odds with each other.  We eventually chose 
Military Polonaise to discuss, as there were readily available videos.  Even that was 
challenging, as versions and variations became an issue.  We encountered differences in 
"East Coast" and "West Coast" versions.  Panelists were at first hesitant to speak out, but 
when they began to give anecdotes of the challenges of working under second generation 
"divas," discussion bloomed.  There was to have been a Q & A, but the audience seemed 
happy to let panelists continue with the discussion.  This panel was intended to fulfill 
literally one of the goals of IDIS -- that factions communicate so precious knowledge is 
not lost.  I feel this was a good beginning, and hope we can have future panels like this 
one. 
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Bio: Alice Bloch, a 4th generation Duncan dancer, has a dance history doctorate from 
Temple University and a choreographic MA from UCLA.  She lectures about and 
performs Duncan dance throughout the United States.  She collaborates with Rumi 
scholar Dr. Fatemeh Keshavarz in peace-themed performances, and has presented her 
choreography internationally.  Alice is a board member of the Missouri Dance 
Organization and Missouri Alliance for Arts in Education, specializing in arts integration 
and professional development. She teaches dance for seniors at the Center of 
Contemporary Arts (COCA), and leads movement in the Art and Alzheimers program at 
Washington University’s Kemper Art Museum.    
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Duncan + Ballet 
Maria Boscaino, American Heritage Dance Company 
 
Workshop 
Friday, June 12, 2015 
 
Abstract: Did Isadora despise the ballet?  Or did she take elements from classical 
vocabulary to give shape to her choreography?   Being familiar with both Duncan 
choreography and balletic technique I set out to prove that there was a relationship 
between the two and further that she was influenced by the ballet. 
 
Keywords: Duncan, Ballet, Kschessinska, Katti Lanner, Maria Bonfanti, Anna Pavlova, 
Dying Swan, Dionysian, plié, tendu, leg swings, cambre 
 
 
DUNCAN + BALLET 
 
The workshop started with a reading of a quote by Isadora Duncan: “I am an enemy to 
ballet which I consider a false and preposterous art.”   (Duncan, 164) 
 
Explanation:  This very dramatic statement was probably meant to distinguish and 
separate herself from the balletic world.   But were her feelings so negative regarding 
ballet?  In the very same paragraph she also writes how she couldn’t help but admire the 
fairy-like flutterings of the ballerina Kschessinska.   These two diametrically opposed 
thoughts show that she did want to break away from the past while at the same time 
recognizing the merits of classical ballet.  Casting further doubt on her declaration was 
the fact that Isadora studied ballet both with Katti Lanner (Blair, 25) in London and 
Maria Bonfanti (Blair, 28-29) in New York.  To seek out ballet classes from two separate 
individuals on two separate continents shows that Isadora saw these lessons as a valuable 
tool to achieve her artistic goals.  Further, I believe that it was these studies that gave 
shape to her movement and to her choreography.   
 
We started with a Duncan barre and explored the similarities and differences with ballet.  
The main similarity is use of plié.  Both the Duncan barre and the balletic one start with 
this exercise.  The Duncan plié uses a forced arch and contains more upper body 
movement but the rotation of the legs in the hip socket is essentially the same.  I believe 
that it is this rotation and a very flexible spine that gave Isadora the beautiful arc in her 
body.  This can clearly be seen when viewing pictures of Isadora executing a Dionysian. 
 
We then did a series of tendus, which are not part of the Duncan barre.  Then we moved 
on to leg swings – done both slowly and then with a moderate tempo.   Leg swings are 
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sometimes included in a classical barre as a warm-up or sometimes to release tension in 
the hip socket.  I think you can also liken leg swings to a balletic grand battement in 
which the leg is tossed up into the air in a similar fashion.  The Duncan leg swings are 
distinctive in the fact that they also involve movement of the upper body.  When the leg 
is swung forward, the upper body, from the solar plexus and above, lifts up and over the 
forward leg.  When the leg swings back the upper body lifts up and back.  Both 
movements are contained in the classical balletic vocabulary and are referred to as a 
cambré forward and back.   Isadora exhibits her beautiful cambré in the photos from her 
performance of the Rubaiyat of Omar Khayyam.   Movement of the upper spine is a very 
difficult thing to teach and for a student to master.  Most students will default to bending 
their backs from the waist because it’s easier to find and feel.  Isadora’s position shows 
not only this upper bend in the spine but also an understanding of pushing the hips 
forward while stretching them down.  In addition to this she is extending and lengthening 
her spine upward to create the beautiful arc in her body.  Looking at this photo I am 
convinced that Isadora had a very flexible spine but that this natural talent was enhanced 
and molded by her balletic studies.  In all my years of teaching, no one has ever been able 
to do a cambré without instruction.  Anna Pavlova displays similar skills in photographs 
of her performance of the Dying Swan.  There is a famous photo of her in the very same 
cambré, exhibiting the same technical virtuosity that she learned at the Imperial Russian 
School. 
 
I then taught the Duncan’s Cherubim from the Gluck series of dances.  I choose this 
dance because it contains shapes and movements that are similar to classical ballet.  The 
legs are rotated with the use of a plié, which gives a rounded shape to the leg movements.  
This dance contains a great deal of balletic vocabulary such as sautés and jumps, chasses, 
cambres and attitudes.  Also the dance is light and airy and reminded me of those fairy-
like flutterings of Kschessinska that Isadora so admired. 
 
I concluded the workshop with a little known fact, which I think, really completes the 
idea that Isadora respected, and was influenced by the balletic world.  A German theater 
manager remembers having a conversation with Isadora where he mentioned Fanny 
Elssler, the great romantic ballerina.  On hearing the name, Isadora enthusiastically 
admitted to possessing a picture of Elssler and furthermore, that it was one of her most 
precious possessions (Guest, 253-254).  What was Isadora’s relationship to this great 
ballerina?  Isadora’s teacher in London was Katti Lanner who as a child performed with 
Fanny Elssler (Blair, 413).  Did Isadora know this?  It’s impossible to be certain that this 
was the case.  But I think it’s reasonable to assume that she so valued her balletic studies 
that she treasured this relic of her teacher’s training or at least of a very great, legendary 
ballerina. 
 
In conclusion, I think that while Duncan’s work was shaped by classical ballet she took it 
further by her unique use of the music of the great composers, the jigs her grandmother 
taught her and her studies of Greek art. But what truly made her unique was her 
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discovery of the spiritual power of the solar plexus and it was this that moved her forward 
on her own unique path. 
 
 
References: 
Duncan, Isadora.  My Life.  New York: Boni and Liveright, Inc., 1927. Print. 
 
Blair, Fredrika.  Isadora: portrait of the artist as a woman.  New York: McGraw-Hill,  

1986.  Print. 
 
Guest, Ivor.  Fanny Elssler.  Middletown, Conn.: Wesleyan University Press, 1970.  

Print. 
 
 
Bio: Maria is originally from New York City where she danced and choreographed for a 
number of companies including The West Side Dance Project, National Arts Theatre, the 
Dances of Isadora Duncan Company and others. She is also the artistic director, soloist 
and founder of the American Heritage Dance Company, a company dedicated to 
preserving the works of Isadora Duncan. With the American Heritage she has appeared at 
the Baltimore Museum of Art, the Minneapolis Institute for the Arts, the Children's 
Museum of Manhattan and Dances at the Lakewalk in Duluth. Her work has been 
favorably reviewed by the New York Times, the New York Daily News and Attitude 
Magazine. Presently Maria resides in Minneapolis where she teaches Classical Ballet.  
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Dancing Woman: Perspectives on Gender in Isadora Duncan 
Dance 
Meg Brooker, Middle Tennessee State University 
 
Panel 
Friday, June 12, 2015 
 
Panelists: Meg Brooker, Middle Tennessee State University, Dr. Andrea Mantell Seidel, 
Florida International University, Elyssa Dru Rosenberg, IsadoraNOW 
 
Abstract: This panel examines Duncan’s vision of a free and independent “Woman” as 
expressed in her writings and speeches on the dance within the socio-historical context of 
the early 20th century, as well as from the perspective of contemporary concepts of 
gender and female identity. Understanding that today’s gender landscape is very different 
than it was a century ago, this panel addresses the following questions: What is the role 
of gender in contemporary Isadora Duncan dance? Are we reaffirming, redefining, or 
deconstructing Duncan's ideal "Woman" in our contemporary approaches to teaching 
Duncan technique and repertory? What role does our perspective on Duncan’s conception 
of “Woman” play in how we negotiate gender in our current studio and classroom 
spaces? The range of perspectives represented by this panel presents a complex, 
contemporary picture of the notion of “Woman” and gender within Duncan’s work that 
hopefully will shed greater light and clarity on the construction of gender identities in 
contemporary Duncan dance practice. This panel originally convened for the fall 2014 
National Dance Educators Organization conference. 
 
Keywords: Duncan dance, gender, masculine, feminine, woman, dance history 
 
 
DANCING WOMAN: PERSPECTIVES ON GENDER IN ISADORA DUNCAN 
DANCE 
 
This panel was originally convened for the 2014 National Dance Educators Organization 
conference. Meg Brooker facilitated the panel, and original panelists included Alice 
Bloch, Andrea Mantell Seidel, and Pattee Russell-Curry. A full reflection on the NDEO 
presentation is published in the 2014 NDEO conference proceedings FOCUS ON 
DANCE EDUCATION: A Mosaic of Possibilities. For the 2015 Isadora Duncan 
International Symposium, Meg Brooker and Andrea Seidel shared the papers they 
presented for NDEO. Brooker’s paper “Reconstructing Duncan’s ‘Woman’ in a Twenty-
first Century Master Class” addresses the challenges in translating Duncan’s focus on 
turn-of-the-twentieth-century women’s issues in a twenty-first century gender fluid 
context. Seidel’s paper “Bacchanal: a Contemporary Model for Female Sensuality in 
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Dance” addresses representations of sensuality and sexuality in Duncan’s work. Elyssa 
Dru Rosenberg joined the panel and addressed the role of men in Duncan dance and her 
experiences working with male dancers. Gender representation in Duncan dance is a 
topic that has spurred much recent interest, and we hope to continue to deepen this 
conversation in future symposiums.  
  
 
RECONSTRUCTING DUNCAN’S “WOMAN” IN A TWENTY-FIRST CENTURY 
MASTER CLASS 
Meg Brooker 
 
For several years, I've had the opportunity to give a Duncan technique master class to a 
group of dance history students at The University of Texas at Austin. I completed my 
graduate studies at UT Austin, and I know that the dance history curriculum asks students 
to consider dance through a range of theoretical lenses, including representations of race, 
gender, sexuality, class, and other frameworks, that give them the tools to explore dance 
as a rich cultural process, as well as a cultural artifact. Towards this end, the students read 
the “Early Modern Dance” chapter from Sally Banes’ Dancing Women: Female Bodies 
on the Stage. My task is to experientially illustrate Banes’ reading of Duncan’s 
“Woman.”  
 
So, who is Duncan’s “Woman” and how does Banes interpret her? “Woman” is a theme 
for Duncan in writings and speeches over the course of her decades-long career. For 
Duncan, natural movement, strength, and freedom are essential characteristics of her 
conception of “Woman.” This freedom is evidenced through her silk tunics, her breath-
initiated gestural dance technique, the choice she exercised in selecting music, and in 
negotiating venues for her work. This freedom of choice starts with freeing the body, and 
not just in dance movement. She also acts on this freedom in her choice of lovers, of 
fathers to her children, of how she expresses herself through movement, and even of 
where, geographically, she travels and works in pursuit of her ideal.  
 
In Dancing Women, Banes contextualizes Duncan within the woman movement of the 
early twentieth century, and she closely reads three iconic Duncan choreographies, as 
performed by dancer Annabelle Gamson, citing them as evidence of her analysis of 
Duncan’s stance on love, nurture, and liberation. According to Banes, “These three 
themes intertwine in Duncan’s rhetoric and choreography to create a specific emblem of 
woman: innately procreative, patriotic, and passionate” (Banes 75). For the theme of 
love, she watches the Brahms waltzes, “The Many Faces of Love,” for nurture and 
liberation she focuses on choreographies of two Scriabin etudes, “Mother” and 
“Revolutionary Etude,” respectively.  
 
In her analysis, Banes cites contradictions in Duncan’s vision for “Woman.” She notes 
that Duncan calls for a free, emancipated woman; however, by aligning woman with 
nature, and celebrating the reproductive aspect of her sexuality, Banes reads Duncan as 
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reinforcing the limited idea of woman in the roles of mother and nurturer. Banes asserts, 
“her feminism was a conservative one, linking sexuality, nature, procreation, and 
motherhood as women’s innate biological and social destiny” (Banes 80). From a 
contemporary gender studies perspective, this reading suggests that Duncan’s brand of 
feminism (if we can call it that) is quite conservative. In this reading, Duncan is creating 
a space for women to explore and express their sexuality and to gain some independence 
by rejecting the marriage contract, yet women’s social functions as child-bearers and 
child-rearers, educating and modeling moral standards for future generations, is 
unchallenged.  
 
In her analysis, Banes is building on Ann Daly’s reading of Duncan’s place in feminist 
history. According to Daly, “Duncan combined, paradoxically, the Feminists’ emphasis 
on radical individualism, on the one hand, with the woman movement’s sense of social 
responsibility and the suffragists’ social identification with women” (Daly, 163). Both 
Daly and Banes argue for Duncan’s contributions to a subjective, rather than objective, 
space for women as choreographers and performers of early modern dance. Daly notes 
that by emphasizing the movement of the torso, Duncan shifted focus onto the dancing 
body and away from the legs (Daly, 162). Banes credits the early modern dance with 
“construct[ing] new social relations, partly because it produced a new, predominantly 
female audience” (Banes, 66). Yet both complicate Duncan’s contributions to female 
subjectivity by noting Duncan’s conscious aligning of her body with symbolic 
iconography representative of high ideals, such as liberty. Banes even titles the section 
devoted to Duncan “La Liberté” as a gesture to Daly’s recognition of Eugene Delacroix’s 
Liberty Leading the People in Duncan’s heroic dance to La Marseillaise. 
 
While Daly and Banes offer similar readings of the scope and limits of Duncan’s 
contributions to the woman movement, they differ in their readings of sexuality in 
Duncan’s work. Daly reads Duncan’s dancing as asexual, deemphasizing the body and 
aligning with the spirit. Banes reads Gamson’s interpretations of Duncan’s work, 
particularly the Brahms waltzes, as overtly sexual in expression, citing gesture that aims 
“to present the self to the spectator in a deliberately sexual way,” and even reading the 
movements as “indulging in self-touching” (Banes 76). It is important to note here that 
Banes’ interpretations are of Gamson’s filmed performances of Duncan’s work. Banes 
allows for no distance between Duncan’s female body and the themes in her dances, 
noting, “these images of strength and freedom cannot be separated from their 
performance with her woman’s body” (Banes 78). Yet, Duncan’s technique and her 
repertory has separated from her physical body; in the last century, her technique and 
dances have been passed down through generations of dancers to many different bodies. 
 
So, what happens when bodies who are not Isadora Duncan, try on the movements? How 
do contemporary bodies experience Duncan movement patterning? Do they feel gendered 
in the dancing? Do they read as gendered from the observer’s perspective? There are 
certain conventions that read as feminine in Duncan dance: the traditional tunic with an 
over-scarf, bound by elastic beneath the breasts; loose, free-flowing hair occasionally 
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bedecked by flowers, indicating girlish youth; the contrapposto line, emphasizing the 
physical curves of the body; the graceful, harmonious quality of movement; the exposed 
neck and upturned palms that indicate submission and vulnerability. There are also 
aspects to Duncan dance that read as masculine: the bound force and strength in the 
heroic movements; the violent tension in the “Furies;” the intentional charging through 
space of the marches; the powerful solo figure directly confronting the audience in 
“Revolutionary Etude.”  
 
My task is to experientially convey the nuance and complexity of these gendered 
readings of Duncan’s work in an hour-and-fifteen-minute technique class. What am I 
intentionally foregrounding, and what am I deemphasizing? Why do I feel that teaching 
Duncan’s work through the lens of her specific gender identity somehow limits the 
breadth of her contribution to dance as an expressive art? If we understand gender as 
constructed, trained behavior, then can we not consider Duncan dance as distinct from 
Isadora Duncan’s historic persona? When female bodies dance Duncan’s work, they are 
female bodies dancing, but as dancing bodies they are not always cast in the character of 
“Woman.” The dancing body in Duncan’s work expresses a range of gender-identified 
and gender neutral roles, from bacchantes to mothers to furies to laborers and 
revolutionaries. 
 
Knowing that the students’ historical context for Duncan is Banes’ interpretation, I make 
choices to both reinforce and challenge Banes’ reading of Duncan’s work. I teach in a 
tunic. I begin class in a circle, focusing on breath, identifying the solar plexus, awakening 
a sense of internal awareness. We explore slow movements, discovering an up and over 
weight shift that settles into the contrapposto position, opening the line of the neck. I 
introduce the idea of natural forces as we successively work through the joints to create 
Duncan’s gestural waves. We open the torso, taking Duncan sways from a stationary 
experience into full locomotion. We shift through levels with weighted, bobbing 
movements and explore the laying-down pattern of Duncan’s full recline. I allow the 
students to experience and absorb the qualities, whole-body coordination, and feeling of 
these movements. Rather than picking a piece of repertory that indicates a human 
character, I introduce Duncan’s “Waterstudy.” I foreground the theme of nature in 
Duncan’s work from a physics perspective, asking students to observe and recall 
movement as a result of natural forces like wind, waves, momentum, gravity, inertia. I 
give students an experience of the strength, plasticity, and freedom inherent in Duncan 
technique.  
 
As a twenty-first century dance theorist, I am uncomfortable with the female/male binary. 
I am also very aware that the students whose experiences I am facilitating represent a 
range of gender and sexual identifications. In the early twentieth century, Duncan was 
addressing an historical need to create visibility and independence for women in a 
patriarchal-dominated economy and society. While the feminist project is certainly not 
complete, it is also more varied and nuanced as scholars and activists call attention to 
queer experience. As a twenty-first century Duncan dancer I am uncomfortable 
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evaluating Duncan’s artistic contributions solely within the confines of the turn-of-the-
twentieth-century woman’s movement. I am interested in distinguishing between what 
Duncan’s dancing body represented over a century ago and what the experience of 
Duncan dance technique has to offer dancers in today’s contemporary context. 
 
 
References: 
Banes, Sally. 1998. Dancing Women: Female Bodies Onstage. New York: Routledge. 
 
Daly, Ann. 1995. Done into Dance: Isadora Duncan in America. Bloomington: Indiana 
University Press.  
 
Duncan, Isadora. Sheldon Cheney, ed. 1977. The Art of the Dance. New York: Theatre 
Arts Books. 
 
 
BACCHANAL:  A CONTEMPORARY MODEL FOR FEMALE SENSUALITY IN DANCE 
Dr. Andrea Mantell Seidel  
 
Part of Duncan’s mission was to not only elevate the status of women in society but to 
dismantle the perception of women as split and fragmented between body and mind, 
intelligence and sexuality and to elevate the dancing body to the status of a religion. My 
premise in this short presentation is that Duncan’s image of Woman, particularly as 
depicted in her dance Bacchanal choreographed to the music of Gluck’s ballet suite from 
Iphigenia  can serve as a model for contemporary woman’s dancing bodies who 
unfortunately in the 21st century are still depicted as fragmented and an erotic object of 
sexualized desire.  
 
It was primarily in Nietzsche and his concepts of Dionysian and Hellenistic ideals that 
Duncan found a justification for her mission to realize her vision of the whole woman, 
the “highest intelligence in the freest body.  For Duncan, dancing was “the Dionysian 
ecstasy which carries away all.” 
 
Duncan’s Bacchanal is perhaps the most ecstatic and freest of the dances in the repertory, 
largely inspired by Sacred Dionysian fertility rites in ancient Greece where the maenads 
or worshippers of Dionysian became filled with enthousiasmos, a state of being 
possessed by the gods and sought union with the rhythmic forces of nature and the Divine  
creative energy. 
 
According to Nietzsche, an encounter with Dionysian energies of nature reaffirms a 
person’s sense of his or her bodily self. In a world stripped of mutually shared and agreed 
upon sacred rituals and myths, with few role models of healthy female identity,  young 
women in the contemporary world are left adrift to discover  and construct their identities 
from  a massive sea of commoditized, commercialized, and objectified body images. 
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Dancers often suffer from one of three conditions that disconnects them from a healthy 
sense of female identity. One type of disconnect arises from inauthentic constructed 
images of the embodied self as imagined and invented by the ‘other.’ In this case, the 
dancer falls prey to female role models fostered by the fashion industry, music videos, 
commercial jazz, movies, and popular culture icons such as Rihanna, Miley Cyrus etc.  
Here the imagined ideal woman is the objectified seductress. Hyper sexualized dance 
movements are constructed to titillate, attract, or allure both male and female audience 
members or to arouse oneself.  The dancer, practicing in front of the mirror, learns to 
cultivate a seductive smile and gaze and to exhibit and accentuate her hips, breasts and 
buttocks.  A second disconnect may occur when movement is ‘neutered’ and heavily 
abstracted from emotional awareness and deeply felt bodily sensations.  For example, 
many post-postmodern choreographies strip the body of its inherent sensuality and the 
ecstasy of movement by focusing only on the structure and dynamics of the movement. 
The lack of deep sensory awareness and feeling is often reflected in the soullessness of 
the eyes.  A third type of disconnect is when the dancer is overly self-absorbed in her 
own sensations and feelings for her own pleasure only. She often lacks the awareness or 
the vulnerability to move from self to other, to connect with something greater and 
beyond herself.  We may be invited to watch but we are not invited into her conscious 
experience. 
 
Ultimately in these portrayals, the dancing Woman is fragmented from her own unique 
sensual identity as both a thinking and a feeling human being, in essence as a whole self. 
Female identity, as conceptualized in Duncan’s Bacchanal, on the other hand, is rooted in 
an ancient notion of “sacred sensuality,” where bodily sensations are organically 
connected to the primal, creative and rhythmic forces of nature, to the fertility and gods 
that sustain all life.  Here is a model of an elevated sense of the feminine, woman as a 
contemporary embodiment of the goddess who recognizes the wisdom and the will of the 
body, with the strength of Artemis, the beauty of Aphrodite, and the wisdom of Apollo.    
In Bacchanal, the dancer is lost in the ecstasy of the dance, and the desire to unite flesh 
and spirit.  Consciousness is not obliterated in a mindless abandonment, but rather, 
intoxicated with spirit, the dancer’s ‘self-conscious’ ego dissipates. Bacchanal is a rite of 
communion and a community of women seeking bodily union with the forces of the 
natural and divine world.  As the chest and solar plexus yearn upwards towards heavenly 
spheres, the arms fold and unfold across and through the center of the body in an embrace 
of the transported Self.  As the dancers mime drinking cups of red wine with their palms, 
they imagine indulgently allowing the sweet nectar to cascade down the front of the 
body, bathing the naked skin in the dark red spirits.  Sensuality then pervades the body 
like an elixir, as if nectar pours forth from the pores and veins.  The ‘self” is not 
conscious of itself, but is abandoned to a higher Self.  It is act of an ultimate surrender, a 
giving up of oneself to a greater, external force, to the imagined invisible powers of 
Dionysus. The embodied experience then becomes transcendent; the fullness of ripe 
breasts serves not to titillate and arouse but rather become emblems of fertility, 
metaphorical milk and honey.  The pelvis yearns not just for physical pleasure but for a 
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more intimate union and communion that transports one beyond herself, while remaining 
fully grounded in the earth.  
 
As the dancer stomps the earth miming the crushing of grapes, she seeks to feel the 
power of the earth pulsating and vibrating through her body like a flamenco dancer 
responding to the duende described by Federico García Lorca  as the spirit of the earth, a 
mysterious power that climbs up inside you, from the soles of the feet. So may we all 
learn to awaken the duende and find our wholeness in the real ecstasy of the dance.   
 
 
Bio: Meg Brooker, Assistant Professor, Middle Tennessee State University, is a steering 
committee member of the Isadora Duncan International Symposium and a former Lori 
Belilove & Company dancer. Meg has performed in venues including the Art Monastery 
(Italy), Erarta Museum of Contemporary Art (St. Petersburg), PROJEKT Fabrika 
(Moscow), and the ancient Greek ruins at Chersonesos (Crimea), among others. Meg is 
also a certified teacher of Noyes Rhythm and serves on the Noyes School of Rhythm 
Foundation board. Meg presents scholarship on early twentieth century dance for SDHS, 
CORD, and NDEO, and has contributed as a writer to Dance Studio Life magazine.  
 
 Bio: Andrea Mantell Seidel is Professor of Dance, Associate Professor of Religious 
Studies and founding director of the Intercultural Dance and Music Institute housed in the 
Latin American and Caribbean Center at Florida International University. She serves as 
trustee of Eleanor King’s choreographic legacy and as artistic director/soloist of the 
critically acclaimed Isadora Duncan Dance Ensemble, performing and lecturing 
worldwide. She is a recipient of over 70 state and national grants, NDEO’s Visionary 
Award, and Fulbright Senior Scholar award. Her forthcoming book Dancing Duncan: 
The Art and Soul of Isadora in the 21st Century will be published by McFarland Press, 
2014.  
 
Bio: Elyssa Dru Rosenberg, founder and director of isadoraNOW, is a choreographer, 
dancer and educator who has taught master classes and workshops in Isadora Duncan’s 
technique and history at schools and universities throughout the United States including 
New York University, Tufts University, SUNY Purchase, and the University of 
California, San Diego. Elyssa holds a Masters from New York University and a 
Bachelors from Tufts University. She has presented at conferences for the National 
Dance Education Organization and the Society of Dance History Scholars. She has 
studied Isadora Duncan’s work with Carrie-Ellen Tron, Patt Adams, Adrienne Ramm, 
and Lori Belilove. 
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Discovering Duncan: Encountering Noyes 
Meg Brooker, Middle Tennessee State University 
 
Workshop 
Saturday, June 13, 2015 
 
Abstract: Isadora Duncan discovered and explored movement principles that form the 
foundation of an organic, supple, and integrated dance technique. Duncan identified the 
solar plexus as the initiatory center of expressive movement and her dance work is 
characterized by patterns of successive movement that emanate from this high 
center. Duncan contemporary Florence Fleming Noyes (1871-1928) also worked with the 
same coordinating center, but she termed it “the spot.” Drawing on imagery from nature, 
Greek mythology, and a kinesthetic response to music, Noyes Rhythm is an early 
twentieth century somatic practice built on developmental movement principles. The 
work has been preserved by an intergenerational group of practitioners, who live and 
dance in community during the summers at Shepherd’s Nine, a hundred-acre property 
purchased by Noyes in 1919. Noyes Rhythm bears many similarities to Duncan dance, as 
well as pronounced differences. Both share a root in the Delsarte work, popular at the 
time, as well as a celebration of Ancient Greek ideals of harmony of proportion, 
athleticism, and a mind-body synergy. This workshop will focus on technique principles 
that underlie Noyes Rhythm movement, as well as the Noyes method for instructing 
movement through the use of specific imagery. Drawing on over a decade of immersion 
in the Noyes work, I invite Duncan dancers to discover the parallels and points of 
departure through a comparative exploration of Duncan dance and Noyes Rhythm. 
 
Keywords: Florence Fleming Noyes, Isadora Duncan, Duncan dance, Noyes Rhythm, 
aesthetic dance, Greek dance, rhythmic dance, dance history, somatic, developmental 
movement 
 
 
DISCOVERING DUNCAN: ENCOUNTERING NOYES 
 
In June 2013, for the inaugural Isadora Duncan International Symposium, I shared a 
paper entitled “Moving in Context: Duncan Contemporary Florence Fleming Noyes” as 
part of the Understanding Isadora through the Past: Historical Research Joint Session. 
My journey as a Noyes Rhythm dancer has paralleled my development as a Duncan 
dancer, and I welcomed the opportunity to introduce my Duncan colleagues to the 
synergistic work of Florence Fleming Noyes. As an early twentieth century public figure 
and movement innovator, Noyes’s work bears many similarities to Duncan dance, 
including the use of tunics; Greek mythological, philosophical, and aesthetic referents; a 
predilection for romantic-era classical music; an idealization of nature; and, a Delsarte-
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influenced preference for successive movements with a focus on the solar plexus as a 
center of physical coordination. These many similarities have contributed to Noyes’ 
absence from the dance historical record, erased by the “Duncanesque” label by dance 
scholar Ann Daly. 
  
Despite the plethora of similarities between Noyes Rhythm and Duncan dance, Noyes 
Rhythm, as a system, is also distinctly different from Duncan dance and Noyes developed 
her system without any direct influence from Isadora Duncan or her dancers. As a 
Duncan dancer, when I first encountered the Noyes work, I was overjoyed by the 
complementary approaches of both practices. Over ten years later, I am increasingly 
interested in the differences, the nuanced details that distinguish the two systems. 
Nevertheless, I find the two practices incredibly synergistic, and I believe that my 
understanding of Duncan dance has deepened through my Noyes Rhythm studies, and my 
growth in the Noyes technique has accelerated because of my background as a Duncan 
practitioner. 
  
Workshop: 
  
For this workshop, I chose to give a brief talk and to present some images of Noyes and 
her dancers, to give participants historical context and a visual understanding of the 
similar relationship to the Greek aesthetic between the two practices. I shared three 
images of Noyes: an outdoor shot of Noyes posed with her leg in a back attitude, holding 
a scarf overheard; a second image of Noyes in a laying down position, promoting a dance 
called “The Dance of Freedom;” and a third image of Noyes portraying Liberty in the 
1913 suffrage pageant in Washington, DC.  I also shared images of Noyes-trained 
dancers, including Grace Christie, Hilda Carling, Catherine Rapp, and Valeria Ladd, and 
I included some contemporary photographs of Shepherd’s Nine, the summer school of 
the Noyes School of Rhythm Foundation. Additionally, I shared an image of a concert 
program from a solo performance given by Noyes in 1913 in Peoria, IL. On this program, 
Noyes danced to several composers whose works were also choreographed by Duncan, 
including the Brahms Op 39, No 2 waltz and a piece by Ethelbert Nevin. I thought this 
overlap would be of interest to the Duncan community. 
  
I began the practical portion of the workshop by highlighting a selection of Noyes 
Rhythm technique exercises. I broke down each exercise according to the mechanics of 
the movement (the physics simile in Noyes terminology), and I, then, instructed 
participants using a nature simile. I incorporated the selected techniques into a mini-
recreation class, with the objective that participants would recognize the given technique 
exercises when they appeared in the class progression. 
  
Noyes technique employs specific vocabulary to cue physical alignment. In the Noyes 
system, the body is comprised of a series of Units stacked vertically over gravity. The 
units are numbered, beginning with the feet as the first unit. The subsequent units are the 
lowers legs (two), the thighs (three), the pelvis (four), the abdomen and lower ribs (five), 
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the upper ribs and shoulder girdle (six), and the head (seven). These units are imaged as 
round spheres of equal volume, and they are separated by Spaces. The spaces generally 
correspond to major joints, and they are likewise numbered, beginning with the ankles 
(one), the knees (two), the hip sockets (three), just about the pelvis or the “waist” (four), 
at the base of the sternum or solar plexus (five), and finishing with the neck (six). One 
basic Noyes technique exercise, Rotaries, involves circling the units at specific spaces. It 
is common practice for Noyes teachers to give verbal adjustments by telling students to 
move the fifth unit back or to open the back of the fourth space. Fluency with this 
language is necessary for Noyes students to maintain an inner focus, or embodied 
awareness, in class while also responding to verbal feedback and instruction. 
  
For this workshop, I gave participants an overview of the units and spaces vocabulary, 
and we explored this concept through Rotaries, the Noyes term for joint circles. We used 
rotaries to free the neck and to open up the fifth space. Similar to Duncan technique, 
Noyes works with the fifth space as a coordinating center for the body, and the vertical 
axis of the spine intersects with the horizontal axis of the extended arms at the fifth space. 
Noyes dancers call this point of intersection the Spot. One common class image often 
used to cue rotaries of the seventh (head) and sixth (shoulder girdle) units is that 
of Poppies blown gently by a breeze. We explored the freedom inherent in allowing the 
body to respond to this image in an un-patterned way, with the support of music. Un-
patterned exploration is another hallmark of Noyes technique, distinguishing it from 
exercise systems that dictate exact repetitions of patterned, mechanical motion. 
  
After opening the seventh and sixth spaces, we experienced another Noyes technique, 
the Caterpillar, to free the spine. The caterpillar is a sequential rolling down and re-
stacking of vertebra common to many modern dance techniques. In the Noyes school, the 
caterpillar image is used to cue this movement, giving the movement an organic quality 
and stimulating the experience of Passing Rhythms. In Noyes Rhythm, movement is cued 
at an energetic, rather than mechanical, level, and the passing rhythm in this case is a 
feeling of simultaneous, oppositional movements down and up. Many, but not all, Noyes 
technique exercises are historically executed with specific musical accompaniment, and 
“To a Wild Rose” by Edward MacDowell is the preferred piece for this technique. 
  
After opening the spine, I brought workshop participants to the floor to explore 
techniques to open the fourth unit and free the legs. I introduced the Noyes techniques 
the Starfish, the Spot and Radii Floor Stretch, and the Spot and Radii Up and Over or 
the Lighthouse Stretch. These techniques work with an image of the body as Spot and 
Radii. This is an alternative to imaging the body as vertically-stacked spheres of units and 
spaces. 
  
The Spot and Radii body metaphor undergirds the coordinating mechanics of most Noyes 
Rhythm technique exercises, and can be envisioned as a sun, or energetic center, 
emanating countless rays of light. The spot, as outlined above, is a coordinating center 
corresponding to the intersection of the vertical and horizontal axes of the body. The 
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Noyes Rhythm spot is analogous to the solar plexus in Duncan technique. In Noyes 
Rhythm, as in Duncan dance, movement begins at the spot. Movement, then, emanates or 
radiates successively through the limbs, the five visible radii in the Noyes system. These 
radii correspond to the legs, the arms, and the upper portion of the spine through the 
crown of the head. The arms and legs, in this case, begin at the spot, as does the Fifth 
Limb (in this metaphor, the upper portion of the spine), sometimes called the Long Neck. 
Noyes dancers often “drop off the seventh” unit, and here the sensation of the mass of the 
head is disappeared as a result of axial extension. 
  
For the purpose of this workshop, I chose to explore three floor exercises that emphasize 
and develop the strength of the fifth unit (the contemporary “core”) and also reinforce the 
coordination of the five physical limbs, connected at the spot. I wanted participants to 
feel the body as an organized whole before exploring larger locomotive movements. The 
technique exercises give participants a foundation in how Noyes patterns movement, 
which is a useful prerequisite to improvising within the Noyes method. 
 
To finish the workshop, I led everyone through an abbreviated recreation class.  The 
Noyes recreation (or “rec”) class is a three-part class structure that is framed as the 
whole, the parts, and the whole. The first part often consists of large, whole-bodied 
movement through space, followed by an integrating rest. The second section of the class, 
the parts, consists of technique exercises, also followed by a rest. The last part of class is 
an immersion with the group or the nature image, often felt as an expansive merging. The 
last moment of a Noyes class is powerful, and teachers usually know how deeply a class 
“worked” by the length of communally held silence at the end of the experience. 
Participants are often reluctant to leave the last image or feeling, and want to savor the 
sensation of somatic immersion.  It was an honor to share the Noyes experience with the 
larger Duncan community, and I look forward to creating more avenues of dialogue 
between these dance practices.  
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Florence Fleming Noyes (1871-1928), image courtesy of Noyes School of Rhythm 
Foundation Archives 
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(Moscow), and the ancient Greek ruins at Chersonesos (Crimea), among others. Meg is 
also a certified teacher of Noyes Rhythm and serves on the Noyes School of Rhythm 
Foundation board. Meg presents scholarship on early twentieth century dance for SDHS, 
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The Genius of Isadora Duncan: Rediscovering the Dance 
through the Principles of Delsarte   
Christy Cornell-Pape 
 
Workshop/Lecture 
Friday, June 12, 2015  
 
Abstract: This presentation/workshop is intended to better understand how we use the 
physical to delve into the emotional, both from the perspective of the mover, or dancer, 
and the observer.  The workshop will begin with commentary on the emotional weight of 
Duncan dance and the genius behind her expressive choreography and her dance 
vocabulary.  We will then address the more “scientific” principles behind Duncan’s 
genius, which leads us to the discussion of Delsarte, his studies, the development of his 
principles, and how they still apply today in dance, theatre, oratory, and life.  I will 
discuss the basic principles of Delsarte including a discussion and demonstration of 
various movements and positions and what those positions/movements/qualities convey 
to the observer.  We will then discuss and demonstrate those principles through Duncan 
dance movements and choreographies and, in order to gain more thorough understanding 
and context, how they differ in other dance or movement forms (such as Hawaiian, 
flamenco, burlesque, modern).  To finish, the class will be completed with a short series 
of movement exercises designed to help identify the physicalities of various emotional 
intents.  The group will then be broken into groups of movers and observers to perform 
the same types of exercises with observation and feedback to ensure those emotional 
intents are adequately conveyed to others effectively through movement qualities.    
 
Keywords: Duncan, DelSarte, emotion, movement 
 
 
THE GENIUS OF ISADORA DUNCAN: REDISCOVERING THE DANCE THROUGH 
THE PRINCIPLES OF DELSARTE   
 
Have you ever danced a Duncan choreography and had the emotion of the dance 
surprisingly take over your brain?  Yes, dancing makes me happy and I am always in a 
better mood after dancing than before, but there is that quintessential element when the 
specific choreography of a dance itself actually starts translating into specific emotions in 
your brain - not just happy emotions, but others that you may not even think you want to 
have. 
 
For me, the first time I noticed that phenomena I was in the studio dancing the Duncan 
Dance - "Mother".  Not performing it, not emoting it, just really focusing on the 
movement and movement quality...  Trying to learn choreography and the physicality of 
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the movements.  And then, at one point in the dance I felt the pain of sadness and then the 
salt tears slowly began leaking down my face.  I was really upset.  It was unexpected.  It 
took a few moments after the dance to regain myself.  And I thought about it later - what 
did that to me?  And I realized that it was the physical movements themselves that mined 
up that emotional feeling. 
 
My first thought was - "Wow, Duncan is a genius!"  And that is true.  But Duncan also 
had sources for what she learned, and one of those sources was Delsarte.  Delsarte's work 
does not minimize the genius of Isadora Duncan, but his work can help us better 
understand Isadora's work and why it is still so effective over 100 years later.   Delsarte 
and his students, like Isadora Duncan, used the physical to delve into the emotional.  But 
Delsarte and his students tried to specify and define the reasoning and mechanics of how 
and why we do what we do.  His insights are developed to try to explain what the 
physical means emotionally and how we can use that knowledge to tap into that 
emotional capacity and bring it to the stage.  While Isadora's work pulls me into that 
space, Delsarte tells me how and why I can recreate into those emotional, not just 
physical, qualities myself.   
 
The physicalities of our movement are somehow imprinted into our being, calling up 
qualities and feelings because they always have.  Is it embedded in your DNA, our 
cultural norms, nature vs. nurture?  Maybe some of each, we could speculate.  But the 
fact is that these movements are part of our human understanding and part of how we 
respond emotionally, whether we are alone or with others.  We feel and our bodies react 
in certain ways to those feelings. Conversely, the recreation of the physicalities we 
convey when we have certain emotions can then serve as a conduit to actually re-creating 
the emotions.  The two become inexorably tied together. 
 
Hence the importance of Delsarte.  His work came at a crucial time where drama was 
frequently unemotional, superficial, and poor.  His efforts were designed to improve the 
believability of performers on the stage and make them more effective.  His focus on the 
different categories of the body – the head, the heart, and the loins, was key to providing 
more meaning to what were previously conveyed on the stage as shallow mimed gestures.  
Delsarte connected the emotional response to the physical response to provide a cohesive 
audience understanding.   
 
Delsarte was both an artist and a scientist: He was an observer of the human experience 
and condition.  His analysis was derived from direct observation and notation and was 
designed to assist performers into tapping back into the human experience instead of 
creating an unbelievable facade.  True students of Delsarte were powerful performers 
with an amazing stage presence.  Unfortunately, over time, his work became watered 
down and misunderstood by neophytes and copycats to the point where many defamed 
his work and derided his efforts. 
Regardless, his work still has meaning and many of the principles in his teachings are 
foundational in our Duncan dance movements.  Delsarte provides the mental gyrations 
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and exercises behind the so-called 'simplicity' that is Duncan dance.  Delsarte's work 
focuses on expressing the drama of the human condition, which is a quintessential 
element in so much of Duncan dance vocabulary and choreography.   Duncan was able to 
take the Delsarte principles and combine with them her ideas of bodily meaning to 
convey complex juxtapositions that connect the brain to the physical manifestation.  Her 
use of the solar plexus in her movements also tied everything closely to the heart vs. 
Delsarte’s use of the body center to start and end movement patterns and positions.   
 
The emotional context is a crucial component in Isadora’s work and she used the basic 
Delsarte ideas to expand upon that and combine the impact with the emotional content of 
the music.  Her open heart conveyed love and openness.  Her presentation of the forearms 
and calves represented a sense of vulnerability and, yet, since the presentation of that 
vulnerability was driven by the more powerful and strong upper arm and thigh, it had a 
strong undercurrent lacking when the movement is driven by the forearm or calf alone.  
This combination of presenting and using various parts of the body allowed her to delve 
into and represent more complex emotions in her dances and even emphasize different 
emotions depending on the focus, quality, and strength of her movement.   
 
The idea behind the focus of feeling the Duncan movements rather than just doing them 
(being the position rather than just assuming the position), also leads to two similar and 
related ideas:  1) If you always feel the same feeling you often stop feeling any feeling, 
and 2) If you always feel the same feeling how do you know what you are really feeling? 
 
The class combined lecture/demonstration/workshop experience.  We discussed the basic 
principles of Delsarte, linked those principles to Duncan dance movements and 
choreography, and provided examples and demonstrations of the principles with other 
dance and movement forms to gain better context and understanding.  We completed the 
class with a series of movement exercises designed to convey the emotional feeling and 
observation associated with movement characteristics, and allow for experience of the 
emotions and the differences in emotions that the different positions/stances helped to 
convey (both internally for ourselves and externally for those viewing us.)   
  
An outline of the class is as follows: 

● Presentation: Who was Delsarte and why do we care?	  
● Presentation: The basic principles of Delsarte	  
● Discussion: Movements, stances, and positions and what they convey	  
● Discussion/Demonstration: Delsarte principles as they relate to Duncan dance 

movements	  
● Demonstrations: Examples of Delsarte with other dance forms (including 

examples of Hawaiian, flamenco, burlesque, modern)	  
● Exercises: walking and moving in different styles, manners.  	  
● Discussion -  how do those differences make you feel/what do others observe 

(example: walking with shoulders and chest lifted, full forward stance - all 
forward movement with powerful gestures vs. walking backwards, chest falling 
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back).  What do the changes do to the rest of the body and how does it start 
feeling emotionally different?   Other exercises included moving sideways, using 
various weight shifts, moving different parts of the body, such as arm, hand, foot, 
head, and what those convey and how to connect those movements to the whole 
to ensure a singular (simple or complex) connected message.	  

 
 
References: 
Shawn, Ted.  Every Little Movement: A Book about Delsarte. 
 
Stebbins, Genevieve.  Delsarte System of Dramatic Expression. 
 
Various. Delsarte System of Oratory.  
 
 
Bio: Christy, a life-long dancer, began studying dance at the age of 2.  Christy began 
intensively studying Isadora Duncan dance in 1999.   Christy has performed extensively 
in musical theatre and burlesque, performing throughout California, the U.S., and 
internationally.  Christy is a prolific choreographer and can frequently be seen 
performing solo work in the San Francisco Bay area.  Christy has taught both adult and 
children's Duncan dance classes.  She currently teaches adult classes for Duncan dance, 
cancan, fan dancing, and burlesque.  By day, Christy is a bank regulator specializing in 
the deterrence and identification of fraud and money laundering.  
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Dance of Being, on Isadora Duncan’s path 
Fabienne Courmont  
 
Workshop 
Thursday, June 11, 2015 
  
Abstract: The Dance of the future: Dance of Being: From Greek ancient times dance and 
philosophy to Isadora Duncan’s revolution and the dance of the future. 
  
Isadora Duncan carried a precursory message through her dance. Her message had a 
universal impact. Through dance, she wanted “to reveal Beings to themselves, free them 
from their fetters and make them discover the divine part within themselves.” For that 
purpose, she advocated the return to natural movements and was inspired by ancient 
Greek dance to recover the sacred dimension that had been lost in the Western world. 
  
Like Isadora, my longing for a more harmonious form of life and dance started very 
early. When I was 28 I undertook a trip around the dance world in search of the sacred 
roots that I was lacking. It had to start in San Francisco, her native town. My path met 
hers. I continued my trip by going to Japan to be initiated into Butô dance and to India 
where I discovered the sacred dance Bharata Natyam. With this trip, the call of a 
universal language grew in me, a language that places dance at the centre of life. The 
alchemy between the traditions encountered and Isadora Duncan's vision of the dance of 
the future gradually produced its effect. In perfect harmony with my deepest desire and 
intuition, my path was all set out for me: The dance of being© was born! 
 
 
DANCE OF BEING, ON ISADORA DUNCAN’S PATH 
  
“Nature is the source of Healing & Inspiration for dance” 
  
For me, all the movements of Nature seem to obey the law of the movement of waves. 
This idea of the movement of the wave as the great primordial principle imposes itself 
continually to me, and I see waves covering all things. If one looks at trees submitted to 
the caprices of the wind, do they not seem, they too, to conform to the lines of waves? 
We can thus affirm that all energy expresses itself through this undulation. –Isadora 
Duncan 
  
Dance of Being is based on energy life principle, everywhere existing, that 
manifest in the movement of undulation. The "technique" is the life perpetual movement, 
participating to all forms. When the energy is freely moving within us, there is harmony. 
We will accept that therapy keeps his etymological meaning as it was in ancient Greek 
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philosophy "which is bringing to harmony". To surrender to this energy movement leads 
to a deep inner transformation. Oneself transformation process! 
  
So connection with nature through dance is something very important now to 
come back to this harmony that was in ancient civilization. It is not to come 
back but to find a new way of dancing with nature.  
  
In this workshop, we’ll go on an inner journey in Beauty World, in the Heart of Sacred 
Dance. We collect emotion and spontaneous inspiration at Nature's origins. We let 
ourselves be carried by the Life energy waves in order to find within us the natural 
movement.! 
 
Being led by this movement of Energy, we go deep into ourselves to free us from blocks 
and memories that prevent our Being to express itself freely. 
Pervaded by the Antique Greek Art, on Isadora Duncan's steps, we unified body, soul and 
spirit getting in touch with the essence of dance, eternal, intemporal, bridge between 
Earth and Heaven. 
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Bio: Fabienne Courmont: International dancer, choreographer, dance-therapist, founder 
and trainer in Dance of Being©, Director and trainer at the Dance of the 
future International Center, President of the Avignon Unit CID - Unesco (International 
Dance Council). From 8 to 16, she received education in classical ballet (Lille's Dance 
Conservatory). Then she was trained in Contemporary Dance in Paris (Karin Waehner, 
Martha Graham Jose Limon…) and studied from various other traditions unifying body 
and mind (Taï-ji, Nô theater, Shinto). She was only 20 years old when she started 
teaching dance and 23 when she started running her own dance school and company in 
Lille. When she turned 28, she started an international career as a “free” dancer in San 
Francisco, the birthplace of Isadora Duncan.  Her dance journey continued in Japan 
where she trained in Butô Dance with Tanaka Min and Kazuo Ohno, and later in India 
where she was initiated to Bharata Natyam and Dervish Dance. She has worked as a 
dance trainer in various professional circles, and has been teaching her method for the 
past 11 years. Fabienne embodies the revival of the sacred tradition of dance in a free 
form that Isadora Duncan called: Dance of the Future.  
 
The dance of being link: http://vimeo.com/53923410. Interview between Fabienne 
Courmont and Alkis Raftis : https://vimeo.com/99600934. European ulule Crowdfunding 
: http://www.ulule.com/danse-de-lavenir/. The dance of the future, tribute to Isadora 
Duncan in Athens june 10, 2014 - diaporama: https://www.youtube.com/watch? Fabienne 
Courmont  - +33 6 77 14 10 80 - fabienne.courmont@wanadoo.fr ; www.danse-de-l-
etre.fr 
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Discovering Choreography Through Improvisation “Sisters” 
and Choreographic Presentation 
Catherine Gallant, Dances by Isadora 
 
Workshop/Choreographic Showing 
Friday, June 12, 2015 
 
Choreographic showing dancers: 
Patricia Adams, Catherine Gallant, Loretta Thomas, Sandra Zarotney-Keldsen, Kelli 
Edwards, Eleanor Bunker, Francesca Todesco, Michelle Cohen 
 
Abstract: This session included a 40-minute participatory workshop led by Catherine 
Gallant followed by a 50-minute presentation of recent reconstructions and new stagings 
from the repertoire of Isadora Duncan. The program also featured new choreography by 
Catherine Gallant. 
 
Keywords: choreographic showing, improvisation, Isadora Duncan, Gallant, Dances by 
Isadora 
 
 
WORKSHOP: DISCOVERING CHOREOGRAPHY THROUGH IMPROVISATION 
“SISTERS” 
 
Using thematic and kinesthetic content of an original work of Duncan, the first half of our 
presentation culminated in a group dance making experience with a focus on the use of 
improvisation. Time was allocated for sharing, analysis and discussion. (full lesson plan 
available upon request) 
 
Our dance “family” is sometimes fractured, sometimes distant, but at this moment we are 
together to discover the possibilities of creating something in the moment using 
imagination and kinesthetic response. Time will be allocated for questions and 
comments.  
 
Participants will:   

● examine an existing work from Duncan’s repertoire (SISTERS) from a new 
perspective	  

● explore the creative potential of group dance-making	  
● discover and experience an variety of approaches to problem solving using 

movement 
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WARM-UP: 
Begin in a group circle. Hold hands and pull outward feeling the weight and tension. 
Release. Repeat with variation of twist, different levels and facings. 
 
Walking around, notice and acknowledge others, shake hands, STOP, this is your first 
partner; pulling and leaning duets (brief demo); connection points and surfaces, then 
travel; back to back, arm to arm, head to hip……other combinations. 
By the end of the warm-up participants will be grouped in partners to prepare for the 
collaborative assignment. Participants will be asked to submit one memory of a sister (or 
sibling) on a card or post-it.  As participants enter they write a few words describing a 
sister/sibling/family member (personality, physicality, energy). These will later be 
distributed among the dance-making groups. 
 
DEVELOPMENT / ELABORATION: 
Duncan was “accused” of improvising. We know now that improvisation is an important 
tool for choreography and a performance base for fearless dance makers. 
We present you with a short act of creation/improvisation which you will work on with a 
partner. This does not have to be a re-imagining of Duncan’s work but a complete 
collaboration into the possibilities of “sisters”. Be conscious of a clear beginning and 
ending for your dance. You have thirteen minutes to create with your colleagues. 
 
(Facilitator hands the “sister” response cards to the partners). 
 
Participants bounce ideas off each other and work together using improvisation and 
experimentation to create a short movement study. Work quickly…it’s a sketch. 
 
Each group will be directed to include selected choreographic elements from Duncan’s 
original construction. Groups will have the following guidelines. 
 
POST THESE: 
Move towards and away from your partner 
Moments of contact and/or disconnection 
Travel one connected shape 
Use a variety of levels, directions, pathways  
Consider the shared “family” responses 
Length must be less than one minute 
 
If participants need prompts consider the following:  
TRY Never seeing each other 
ADD Weight sharing 
BODY PARTS Heads to hips (an example of unusual points of contact) 
 
CULMINATION / SHARING: 
Each group (or two to three groups at a time) will take the space and show the results of 
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their collaboration. Studies could be as brief as 30 seconds or up to one minute. 
 
Audience/observers respond with comments and questions. (These may be limited to two 
or three for time considerations). 
 
Workshop leader will take final questions and comments from the group. 
 
 
CHOREOGRAPHIC PRESENTATION 
For the second half of the session we presented recent reconstructions and new stagings 
of rarely seen works selected from the Duncan repertoire along with contemporary works 
by choreographer, Catherine Gallant. As with all Dances by Isadora programming, we 
offered contemporary choreography along side the classic works of Duncan to discover 
new connections and perspectives on how dance is changed by our world.  
 
Included among the offerings were Duncan’s Harp Etude, Polonaise Op. 40 No. 2 
(Wandering), Reflets D’Allemagne (a trio of trios) with music by Florent Schmitt, the 
Minute Waltz (performed by Kelli Edwards of Dances by Isadora/BOSTON) and the 
Marche Funebre (danced by Patricia Adams). In addition, Eleanor Bunker danced a very 
rarely seen solo from 1920, Spanish Dance, which was originally reconstructed by Julia 
Levien in 1992. Also on the program was Wave, a 2001 work by Catherine Gallant 
inspired by the flow of knowledge from one generation to another and a solo from 2009 
danced by longtime company member, Michelle Cohen.  
 
PROGRAM Choreographic showing Dances by Isadora (12 works) 
 
Synopsis #9 choreography: Catherine Gallant (2009)  
music: Synopses, Lisa Bielawa Michelle  
 
Wave choreography: Catherine Gallant (2000)  
music: Chopin, Mazurka No. 43 Kelli, Irene, Catherine 
 
Polonaise Isadora Duncan (c. 1920)  
music: Chopin, Op. 40 No. 2 
 
Sisters Isadora Duncan (c. 1923) 
music: Chopin, Mazurka Op. 17 No. 1 Kelli, Irene 
 
Harp Isadora Duncan (c. 1917) 
music: Chopin, Etude #1 In A Flat, Op. 25 No. 1 Loretta 
 
Marche Funebre Isadora Duncan (c. 1913) 
Music: Chopin, Piano Sonata No. 2 Patt 
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Reflets D’Allemagne Op. 28 Isadora Duncan (c.1914) 
music: Florent Schmitt 
Nuremburg No. 7 Loretta, Catherine, Ellie  
Lubeck No. 3 Patt, Kelli, Irene  
Dresden No. 6 Francesca, Catherine, Michelle  
 
Minute Waltz Isadora Duncan (c. 1905)  
music: Chopin, Waltz Op. 64 No. 1 Kelli 
 
Spanish Dance Isadora Duncan (c. 1908) 
music: Moritz Moszkowski Op. 12 No. 1 Ellie 
 
Nocturne Isadora Duncan (c. 1915) 
Music: Chopin, Op. 9 No. 2 Catherine, Francesca 
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Photo: Melanie Futorian  
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Photo: Fran Dickson 
 
Bio: Catherine Gallant is a dancer, teacher and choreographer whose works have been 
performed in traditional venues as well as in public spaces. Ms. Gallant is also an expert 
on the work of Isadora Duncan and has performed and taught internationally for 25 years. 
Catherine founded Dances by Isadora with Patricia Adams in 1989. Catherine served on 
the writing committee of the Blueprint for the Arts in DANCE and leads workshops for 
the Dance Education Laboratory (DEL) and the NYCDOE. She was the Assistant 
Director of the 92nd St. Y Harkness Dance Center from 1994-96 and is now the dance 
educator at PS 89. Ms. Gallant is a graduate of the Boston Conservatory and holds an 
MFA in Dance from Temple University. 
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Video Showing 
Catherine Gallant, Dances by Isadora 
 
Video showing 
Thursday, June 11, 2015  
 
Abstract: Video screening of recent video projects from Catherine Gallant. These videos 
represent Ms. Gallant's interest in dance for the camera and work outside traditional 
dance spaces as well as her work as a full-time dance educator in NYC public school.  
 
Keywords: Dances by Isadora, Catherine Gallant, PS Dance, Nadia Lesy, Isadora 
Duncan, dance education, Nel Shelby 
 
 
VIDEO SHOWING 
 
Dances by Isadora/Catherine Gallant screened the following following videos: 
 

“Angels Walking in the Light” 2014 
A new work for camera by videographer Nadia Lesy shot in collaboration with 
Dances by Isadora at Green-Wood Cemetery in Brooklyn, NY 
Running time: 4:00 
Link: https://vimeo.com/105625845 
 
“PS DANCE!” 
Excerpt from this 2015 PBS video shows Catherine Gallant teaching young 
children and talking about the importance of dance education in public school. 
Video by Nel Shelby productions. 
Excerpt running time: 12:00 
Link: http://www.thirteen.org/programs/thirteen-specials/#ps-dance 

 
Question and  answer with audience focused on PS Dance with many questions about 
curriculum and impact of dance learning for all children. 
 
 
 
 
 



	  
	  

36	  

 
 
Photo: C. Gallant 
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Photo: P.S. 89 
 
 
Bio: Catherine Gallant is a dancer, teacher and choreographer whose works have been 
performed in traditional venues as well as in public spaces. Ms. Gallant is also an expert 
on the work of Isadora Duncan and performs and teaches internationally. Catherine 
served on the writing committee of the Blueprint for the Arts in DANCE and leads 
workshops for the Dance Education Laboratory (DEL) and the NYCDOE. She was the 
Assistant Director of the 92nd St. Y Harkness Dance Center from 1994-96 and is now the 
dance educator at PS 89. Ms. Gallant is a graduate of the Boston Conservatory and holds 
an MFA in Dance from Temple University. 
 
 



	  
	  

38	  

Contribution of Francois Malkovsky to Free Dance as a 
Precursor of Modern Dance: Dancing with Body, Soul, and 
Spirit 
Francine Gartner, Association Rythme et Danse, Strasbourg France 
 
Workshop 
Thursday, June 11, 2015 
Abstract: Presentation of François Malkovsky, biography, ideal and philosophy; 
showing of choreographies of Malkovsky's repertory; practice of exercises from 
Malkovsky's technique to prepare one of Malkovsky's dance: "Daccord." 
Keywords: Malkovsky, life, fluidity, harmony, nature, wave, Hara, simplicity, 
body/mind fullness, radiance, awareness, joy, Free Dance 
 
 
CONTRIBUTION OF FRANCOIS MALKOVSKY TO FREE DANCE AS A 
PRECURSOR OF MODERN DANCE: DANCING WITH BODY, SOUL, AND SPIRIT 
 
Born in the former Czechoslovakia in 1889, François Malkovsky, thanks to the time he 
spent during his youth in the Carpathian mountains, acquired a high knowledge of the 
nature. He found the elegance and precision of the movements of animals, as well as the 
power of the natural elements, fascinating. Also he studied music (violin and singing) and 
came to Paris in 1912 to become a classical singer. 
 
After seeing Isadora dancing in Paris, he was fascinated and decided to become a dancer. 
He embraced the dance ideal that Isadora was preaching, refusing the rigid structures and 
conventions which were imposed to classic dancers. Like her, he found his inspiration in 
the nature and followed rigorously its laws. Like her, he selected the music from the great 
composers and referred to the antic Greek aesthetic, source of our culture. 
 
After several years spent in Raymond Duncan’s Akademia in Paris where he became his 
assistant, he conducted his own research also based on observation of animal movements, 
workers and sportsmen. He elaborated for his students a technique based on the logic of 
the natural human movements, He created his own totally original repertory and 
choreographies of Free Dance. Between 1920 and 1949, Malkovsky performed in 
different theaters in Paris as attested by several programs shown in different books. 
(Odette Allard, Malkovsky, le danseur philosophe,Paris, Publibook 2000, print) (Pierre 
and Bernadette Kuentz, Malkovsky, 2012, Ott edition, Alsace, print). He was in contact 
with a lot of artists (sculptors, musicians, painters…) The second world war ended his 
scenic activities; then he dedicated his life to teaching his Dance. 
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Like Isadora, he was considering that dancing helps developing human well-being and 
capabilities in all three aspects – physical, mental and emotional. Malkovsky also studied 
philosophies like Tao, zen, …and was open-minded to spiritual development. During his 
classes, several references were often cited like les Grands Initiés from Schuré, hara, 
centre vital de l’homme from Durheim, Tao to King, … He was considered by Fernand 
Divoire as “The dancer philosopher”. 
 
The movements of the universe (the worlds and the atoms) follow given rules; a human 
being as a part of Cosmos, also has movements of which he should follow the exactness 
for his physical and moral equilibrium.   He understood that right movements give joy, 
physical lightness, mental and emotional well-being, and as a consequence strength, 
satisfaction and confidence in ourselves, equilibrium and harmony. Each perfect 
movement has its internal and external rhythm that looks like the rhythm of the swing, 
which is understandable if we want to use the energy of the gravity of our body to 
minimize the use of our energy. 
 
We can clearly find the movement of the swing combined with that of a wheel in the 
movement of a tiger, a cat or a hawk which flies. It has nothing to do with the pseudo-
rhythm of rated steps with which some pretends to teach the rhythm. When we search the 
economy of effort which is different to laziness but linked to efficiency, we find out that 
the perfect movement is always continuous, that the energetic impulsions are followed or 
preceded by movements with totally relaxed muscles. 
 
While dancing, the complete being should feel the vibrations. To express himself freely, 
the body should be able to move like a wave with the music. In order for the simplest 
movement to carry, transmit a thought and waken the sensibilities of the public such 
feelings, such emotions, it needs to be free of the anchors which paralyze and reduce the 
expression possibilities. The human being must become a kind of center of which the 
light bursts. 
 
It is in this sense that I wanted to introduce Malkovsky’s technique to the participants of 
my workshop in 2015’s  Duncan Symposium. My aim was also making a bridge between 
Duncan’s technique and Malkovsky’s one.  I showed 3 short choreographies on different 
characters from our repertory to music from Chopin and Brahms. 
 
Then I proposed several exercises to feel movement of breathing, originating the 
movement from the plexus solar and leaving energy stream through the body, feeling the 
wave and the flux. The search for natural movement is organized around work on 
coordination and fundamental gestures such as walking, taking, calling, throwing, 
paddling… Gush of living energy emerging from Hara center and spreading outside is the 
scope of dynamics and expression.  Tuned to the music and expressing its emotions, in 
the search of simplicity and sincerity, this work underlies the expressiveness of 
interpreters of Free Dance.  
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I felt a real pleasure to share this workshop with a group of Duncan Dancers. A great 
atmosphere of attention, interest and joy in discovering these exercises was palpable.  We 
were able to chain several movements and then finalise the small choreography of 
Malkovsky named “D’accord” on a Schubert Waltz I had planned to prepare. 
 
I would like to warmly thank the dancers who participated to my group and also the 
organizers of this Symposium for giving me this opportunity to introduce Malkovsky’s 
Dance. I hope we will keep in touch and have the chance to have new meeting 
possibilities.   
 
I also showed some books and documents available on this matter. 
Unfortunately, there is not a lot of documentation available in English, most is in French. 
I can recommend one recent DVD “Danser Libre” showing dances from Isadora Duncan 
and Malkovsky (http://danserlibre.com/en/) in which I participated for some dances. Amy 
Swanson and Vannina Guibert wanted to show parallels between Isadora and 
Malkovsky’s dances. 
 
Also this book and CD is interesting and in English: Living Heritage François 
Malkovsky's Free Dance by Suzanne Bodak (editied by Mouvement Musique).  
 
If you have any question or want to know more, please don’t hesitate to contact me at 
Francine.gartner@orange.fr.  I would more than happy to answer. 
 
Bio: Francine Gartner has been studying Malkovsky’s free dance since her childhood. 
She is based in Strasbourg, east of France. She had the chance to participate in a lot of 
workshops given by Malkovsky himself  during the last 10 years of his life and therefore 
can be considered as one of his direct descendants. She teaches now this art of dance, 
giving weekly classes and workshops in different locations of France and Europe. She 
also performs Malkovsky’s repertory and her own choreographies as solos or with her 
followers. She presented Malkovsk’s Free Dance in different conferences and also 
organized several meetings and seminars dedicated to Malkovky and some of his dancers. 
As an interest in the roots of Malkovsky’s dance, she also has an interest for Duncan 
Dance and had classes with Amy Swanson, Elisabeth Schwartz, Eva Blaciszkova, Vera 
Belazorovitch. Being involved in other well-being and health practices, Francine is also a 
biochemist, a phyto-aromatherapist, a Reiki and massage practitioner. 
 
 
 
 



	  
	  

41	  

[Re]discovering Duncan: The Dance of Music; The Art of 
Simplicity 
Beth Jucovy, Dance Visions NY, Inc.; Children Dancing 
 
Workshop 
Thursday, June 11, 2015  
 
Abstract: This workshop focusses on Duncan’s commitment to the unity of music and 
dance as well as the scope of expression and dynamics that are so integral to the 
aesthetic.  We work with two Brahms dances which express very different qualities and 
are both extremely musically nuanced. In addition, we explore the emotional life of 
Duncan’s dance to Scriabin's Revolutionary Etude. We look into how to fully tap into the 
music and the theme: the strength of the human spirit inherent in each of us. 
 
Keywords: Duncan, musicality, scope, Expression, dynamics, simplicity, clarity, 
Brahms, Scriabin, Revolutionary Etude, Seagull, Flames of the Heart 
 
 
[RE]DISCOVERING DUNCAN: THE DANCE OF MUSIC; THE ART OF SIMPLICITY 
 
Isadora Duncan believed that dance had the potential to be a beautifully expressive art 
form and that it must be based on free and natural movements. She believed in cultivating 
these free movements to be meaningful and rich, with an inherent harmony and with 
perfect coloration to beautiful works of classical music. We begin with these ideas in 
exploring the technique, vocabulary, movements. 
Beginning warm-up: in Center: from solar plexus- breathing into full movement. 
Rolls down, side, and back,; head, shoulders, arms w upper body, circles, Duncan arm 
movements into w demi- or full plies.  
 
With full sensitivity to musical phrasing and quality, at times participants decide the 
phrasing, also accents if they choose. 
 
Barre: Full plies; leg extensions (tendus) utilizing whole body: from inside… radiating 
out; brushes; rond de jambes- again initiated from the center out, opening out and closing 
in; leg swings at barre; releves, legs forward, and swings.  
 
Center again:  

1)Tanagra Figures emphasizing strong, powerful, sculptural, shapes depicting 
significance.  

 
2) Body over and back: Receiving from the Earth and offering it to others. 
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3) Then Improvisation with that theme, travel through the space. 
 
Walks: (suggested music: a Schubert Impromptu)  

1) Imagine it as giving, walking on a diagonal, each step is a sculpture come alive. 
How you shift your weight, toe to heel, body held high: giving. 
2) Then try it as the tragic- something you are “fated to do... resigned” but against 
your will. 
3) Imploring, same arms pattern. 
4) Experiment with the idea of strength- arms still lift on a diagonal –feel. 
5) Finally walk with the theme of transformation-weakness to strength. 
6) Brainstorm and discuss how the same movement can express these different 
states. 
7) Finally try it an improvisation - From sadness to strength to victory, allow to 
get strength from another. Movement is one’s own. 

 
Soaring: (working with Seagull, Brahms Opus 39) 
Show Julia’s drawings of Elysian fields and Schubert: Liza from her book “Images.” 
Work with ideas of: “spiritual lift", maintaining it, transcending the Earth, Soul into the 
sky (Read from Sea-drift by Walt Whitman). Discuss the feel of soaring, and also ritual- 
patterns, feelings of loss, resignation. Play Seagull. Listen closely to go over first phrase 
of music, work it with body- 1st phrase with music- how high can you lift. Teach or 
students decide on the pathway for that phrase. Individuals or groups dance that phrase 
with the theme paramount and personal as it is danced. 
 
Go into the idea of passion and making a personal proclamation. 
Listen to #14. Pull in and open (sharp). Try it with body and directional changes (effacé 
to effacé ), think of this part as part as “fire”. Work with the fast, quick footwork, 
perfectly expressing the  rhythm of the dance. Then work with Sways: Think of this part 
as “air.” Go over waltz for sways. Play with being pulled here and there. Put together 
both parts. 
 
Reflection: Discuss thoughts, images, feelings, difficulties 
 
Explore Revolutionary Etude: 

1) Lunging or kneeling: Break down first part:  Idea of Drudgery, being made to 
do, against one's will, difficult 

Transition I:  reflection; "the thinker" 
2)Repeat the same original movement with a thought of possibly getting out of it; 
an awakening of hope 

Transition II:  seeing others, seeing oneself, looking at the situation from 
beyond the personal pain 

3) Repeat the same original movement, 3rd time with the thought of trying to 
break out of it 

Transition III: Waking up others to possibilites 
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4) 4th  time stronger still- determined to make a change, energized 
Transition IV: Breaking down walls, the resistance, the intensity, breaking 
through 

5) 5th repetition- about total strength 
Ending: Get ready, Punch- Break through, Victory 

 
 

 
Photo: Beth Jucovy in "The Seagull,” Brahms Op 39, No 8, in performance in Central 
Park, 2014. Photo by Etyan Stern-Weber 
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Photo: Beth Jucovy in "Flames of the Heart,” Brahms Op 39 No 14, in performance at 
Maguire theater, Long Island, November, 1991. Photo by Alan Bassett. 
 
 
Bio: Beth Jucovy, artistic director and main choreographer of Dance Visions NY, Inc, a 
non-profit organization since 2011, founded the original Dance Visions Company in 
1990. Dance Visions NY presents authentic Duncan repertory as well as contemporary 
works inspired by the aesthetic. Ms. Jucovy’s award-winning programs have been 
performed at universities, festivals, theaters, museums, schools, centers, gardens and 
libraries throughout the NY metropolitan area. Beth is also founder and educator of her 
school, Children Dancing. Beth has been an Isadora Duncan dancer throughout her 
lifetime. A protégé of Julia Levien, she also studied with Anna Duncan since early 
childhood.  
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Elemental Beginnings: Water Dances and Chopin’s Preludes: 
A Children’s Curriculum 
Dicki Johnson Macy, BC-DMT, IDMA, LMHC, M.Ed., Boston Children's 
Foundation 
 
Workshop with slides, film, experiential lecture 
Saturday, June 13, 2015 
 
Abstract: The workshop presenter engages participants in a sequence of dance motifs 
from her children’s curriculum. She weaves a tapestry of music, story and movement 
encouraging the experience of the many manifestations of water in their varied elemental 
states, ranging from “mist” to “thundercloud”. Chopin’s Opus 28 Preludes are coupled 
musically with each danced manifestation. Water and emotion are both , in their varied 
forms, shaped by their vessels, social and physical. The workshop , primarily 
experiential, is laced with slide, film  and discussion,  which provide theory and a pictoral 
pedagogy.  
 
Keywords: Wave, children’s curriculum, Chopin, elemental, harmony, Nature, 
transformation, rhythm, vibration, emotional, embodiment 
 
 
ELEMENTAL BEGINNINGS: WATER DANCES AND CHOPIN’S PRELUDES: A 
CHILDREN’S CURRICULUM 
 
1) Finding the wave that flows within us, and discovering the waves that are around us, 
bring us to a sense of the oneness that we are component to.  Contemporary education 
mandates that children learn to separate and to compete, to move away from what is their 
birthright: to be in relationship with other  humans and to the creatures and forces of 
nature. Children intuitively dance the elements: the wind, the waves, the fire, the earth. 
Children , before reason has set  in, (says Plato), are naturally empathic, having that sense 
of oneness that assures understanding of the other.  Isadora Duncan,  harbinger of an 
educational aesthetic that assured the child continue to live in this oneness,  was of the 
Dionysian perspective: The dancer lived the story, immersing oneself in the elements 
rather than telling  about it. 
 
2) The workshop presenter grew up by the sea, danced with the waves, never forsaking 
their lessons. Anita Zahn was her teacher and Duncan dance was the vehicle through 
which nature continued to flow for thirty years to her many students. Here she presents 
one of her many curricula for young children; She has woven a movement tapestry which 
focuses upon the many manifestations of water: Rain, Mountain stream, Waterfall, Lake, 
River, Sea, Mist, Clouds, Storm Front, Thunderhead, Storm, and Rainbow, coupling each 
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with one of Chopin’s Opus 28 Prelude. Each dance song engages children to explore, not 
only the elemental but Chopin’s music, which lends itself so beautifully to the experience 
of “the wave”. Various Duncan motifs and etudes are component to each of the dance 
songs. 
 
Isadora’s foundation for her dances and for the lessons significant for children were 
based upon the experience of this surrender to the elemental: 
 

“All the movements of the earth follow the lines of wave motion. Both sound and 
light travel in waves. The motion of water, winds,  trees and plants progresses in 
waves. The flight of a bird and the movement of all animals follow lines like 
undulating waves. If then one seeks a point of physical beginning for the 
movement of the human body, there is a clue in the undulating motion of the 
wave. It is one of the elemental facts of nature, and out of such elemental the 
child, the dancer, absorbs something basic to dancing”. (2)Isadora Duncan. 
 

I have learned, anecdotally, from my teacher, Duncan lineage holder Jeanne Bresciani, 
and her from Maria Theresa  Duncan, that the Preludes and Isadora’s embodiment of this 
powerful emotional compilation of twenty four preludes, can be experienced 
progressively, as follows: 

1-6 Elemental, archetypal, pre human 
7-11 Human (easiest for young) 
12-17 Passionate, Enrapt, Explosive 
18-24 Transformed, Transfigured Realm  

 
Isadora  extrapolates upon the crescendo of emotion which follows the natural movement 
of all life forms: 

“Emotion works like a motor. It must be warmed up to run well, and the heat does 
not develop immediately; it is progressive. The true dancer, stands before Beauty 
in a state of complete suspense; He opens the way to his soul and his  “genius” 
and he lets himself be swayed by them as trees abandon themselves to the winds. 
He starts w/ one slow movement and mounts from there gradually, following the 
rising curve of his inspiration, up to those gestures that exteriorize his fullness of 
feeling, spreading even wider the impulse that has swayed him, fixing it in 
another expression. The movements should follow the rhythm of waves: the 
rhythm that rises, penetrates, holding in itself the impulse and the after-
movement; call and response, bound endlessly in one cadence”. (2) 

 
In my work, I begin each session with the children, orienting them to the center of the 
room, which I call, “The heart of the room”.  It is always visually beautiful, silk enrapt, 
with nature’s gifts (pine cones, shells ,feathers, twigs).This  symbology orients them to 
the vessel of the room with its own visual “heart’; The children experience the 
relationship between their own physical and emotional  bodies and the great mother earth  
vessel whose children they all are.  From this simple beginning children move with 
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honor, dignity, and respect for themselves and for all the diverse and wondrous creatures 
of nature; All become brothers and sisters when we begin with this elemental orientation. 
The space is honored as symbolic of the earth that holds and feeds them. 
 
 Once oriented to their center, their heart , their axis mundi, their safe place, we will 
move through varied motifs which warm the children’s physical and emotional bodies to 
the theme of the session. Here, in this sequence of eleven classes, we dance the ‘moving 
barre’ of water to Chopin’s Barcarolle in F: 

● Rain: Light vertical float runs	  
● Rivers: Spiral/swim arms in serpentine pattern –rocks     

  jump over	  
● Lake: gestural circling wide with body following	  
● Sea : Over and under curves	  
● Clouds: float runs spinning	  
● Storm front: Run diagonally across room with Solar Plexus and gaze   

  downward	  
● Thunderhead: spinning on vertical plane: one  begins all     

  joining	  
● Storm: wind runs w/ victory leaps	  

 
In my session with the adult participants, we explore the concept of the wave embodied 
within, via the breath path, and without as we move through space. To Chopin’s Spinato, 
we begin with the solar plexus, hands placed upon the emotional, breath and physical 
orientation. The horizon of the body is embodied as the arms extend outward, above 
being the sky and all that is light, below being the earth and all that has weight. Shifting 
the physical body from left to right, we experience the path of the horizontal figure eight; 
Moving forward and backward, we rise and fall, crest and recede the over and undercurve 
of the wave path. We visualize then move the breath body in three directional paths: 
vertical (aspire and descend), horizontal (widen, open close), sagittal (advance 
retreat/ebb/flow: reach return to back space).  
 
 My slide and film presentation draw the parallels between the manifestations of water: 
rain-mountain stream-waterfall-lake-river-sea-mist-clouds-stormfront-storm-rainbow. 
The text for this study comes from a book entitled , “Waterdance” by Thomas Locker. I 
begin this presentation with a lovely slide clip of my little niece Ella, dancing by the 
seashore: 

“Seated on the beach, I look on while my little niece dances here before the 
waves. I gaze across the vast expanse of surging water-wave after wave streaming 
endlessly past, throwing up white foam. And in front of it all the dainty little 
figure in her white fluttering dress, dancing before the monstrous sea! And I feel 
as though the heart beat of her little life were sounding in unison with the mighty 
life of the water, as though it possessed something of the same rhythm, something 
of the same life. Her dance by the sea seems to reflect the naturally beautiful 
motions of the human body, in the dance. She dances because she is full of the joy 
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of life. She dances because the waves are dancing before her eyes, because the 
winds are dancing, because she can feel the rhythm of the dance throughout the 
whole of nature”. (Isadora Duncan, Art of the Dance ). 

 
The actual curriculum follows: 
 
The dancers are read the description of each manifestation of the water element to be 
danced, then encouraged to embody in an improvisational manner. 
 
RAIN                          Chopin Prelude #23 
"Some people say that I am one thing. Others say that I am many. Ever since the world 
began I have been moving in an endless circle. Sometimes I fall from the sky. I AM THE 
RAIN." Read description; show images; Encourage children to become the water 
manifested in the described manner, and from their own experience of each.  
Light, quick, floating ,vertically. Groups of 4 or 5. 
. 
 
MOUNTAIN STREAM                  Chopin Prelude #3 
"Sometimes I cascade. I tumble down, down, down, over moss covered rocks, through 
the forest shadows. I AM THE MT STREAM.” Spirals, tumbling, turning, weaving. 
 
WATERFALL                  Chopin Prelude #5 
"At the foot of the mountains, I leap from a stone cliff. Spiraling, plunging. I AM THE 
WATERFALL". Light, quick spiraling, plunging . 
 
LAKE                        Chopin Prelude #6 
"In the shadow of the mt, I am still and deep. I fill and overflow. I AM THE LAKE.” 
Slow, horizontal, lower body focused..overcurve embodied.   
 
 
RIVER                     Chopin Prelude # 13 
"I wind through broad, golden valleys joined by streams, joined by creeks. I grow ever 
wider, broader and deeper. I AM THE RIVER.” Weaving, float runs in serpentine path-
slowing down to grow wider, perhaps at elbow of curves…picking up others to grow.  
 
 
SEA                            Chopin Prelude # 4 
"I pass thru a gateway of high stone palisades, leaving the land behind. Cool silver 
moonlight sparkles and dances on my waves. I AM THE SEA". Very slow, 
contemplative, covering ground space,gazing upward, growing with music to stand and 
move over and under curves.  
 
 
MIST                        Chopin Prelude #11 or #9 
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"Drawn upward by warm sunlight, in white silver veils I rise into the air. I disappear. I 
AM THE MIST". Light, quick, like bubbles, hide when music slows down.  
 
 
CLOUDS                   Chopin Prelude # 21 
"In thousands of shapes I reappear high above the earth in the blue sky. I float. I drift. I 
AM THE CLOUDS". Float-shift shapes-imagining differ cloud images  
 
 
STORM FRONT          Chopin Prelude # 14 
"Carried by the winds from distant seas I move, grow heavier, growing darker, returning. 
I AM THE STORM FRONT.” Running across floor-with solar plexus gazing downward 
creating heaviness-moving backward.  
 
 
THUNDERHEAD           Chopin Prelude #12 
"At the wall of the mountains, I rise up as gleaming power-filled towers in the darkened 
sky. I AM THE THUNDERHEAD". Spinning on verticle plane-one at a time until all 4 
or 5 children are spinning together. 
 
  
STORM                     Chopin Prelude #22, 16 
"I blind the sky with lightening. The earth trembles with my thunder. I rage. I drench the 
mountainside. I AM THE STORM". Spinning, leaping-sways on low horizontal plane-
spin to fall. 
 
   
RAINBOW               Chopin Prelude #17 
"Storms come. Storms pass.  I am countless droplets of rain left floating in the silent air. I 
reflect all the colors of sunlight. I AM THE RAINBOW". Dance from ground to move to 
create huge arch, either solo or group; Dance the reflected light, growing fuller and 
brighter. Dance under the long arched Rainbow scarf joining in huge spiraling line that 
ends in circle. 
  
 
References: 
Duncan, Isadora. The Art of The Dance. New York: Theatre arts Books, 1977. Excerpt. 
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Photo: DJ Macy, Heart of the Room 
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Photo: DJ Macy, Duncan class 2012  
 
Bio: Dicki Johnson Macy, BC-DMT, M.Ed., L.M.H.C., third generation lineage holder in 
the Art/Technique of Isadora Duncan (having studied first as a child with Anita Zahn) 
and director of the “Boston Children’s Foundation” is the creator and founder of 
Rainbowdance . A tireless and dedicated pioneer in the field of trauma focused 
stabilization and resiliency programs for young children and their communities, she is 
also the co-founder of the acute trauma response and intervention, CBI. For the past 25 
years, in her career as a dance therapist, she has created international healing rituals for 
children isolated by developmental and neurological disorders and exposure to conflict 
and natural disaster. She continues to guide children, caregivers, and dancers of all ages 
with her Isadora inspired workshops and trainings. 
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Solitude and Affiliation: Internalizing the Balance: Essential 
Isadora for Resiliency Building and Trauma Recovery 
Dicki Johnson Macy, BC-DMT, IDMA, LMHC, M.Ed., Boston Children's 
Foundation 
 
Workshop/Lecture 
Thursday, June 11, 2015 
 
Abstract: The presenter, a Movement Therapist and a  Third Generation Duncan lineage 
holder (a student of Anita Zahn) in working with diverse populations, facilitates 
movement dialogues that are not impaired by class distinction, ethnicity, or 
disability.This workshop illustrates, experientially and didactically, the Duncan vision 
(the solitude/affiliation continuum) and its application for treatment and  renewal to : 

1) Enhance secure attachment and build resilience for young children 
2) Integrate the fragments of the trauma narrative for victims of physical, 
emotional, and environmental abuse 
3) Encourage a transformed perception of the “life journey” from linear 
 (annihilation ) to cyclic (rebirth) as the maiden archetype continues to emerge. 

 
Keywords: Solitude and Affiliation, Integration, Balance, Three Graces, Archetype, 
myth based, trauma recovery, renewal, Slow Mazurka, Reincorporation, Appraisal, 
relationship 
 
 
SOLITUDE AND AFFILIATION: INTERNALIZING THE BALANCE: ESSENTIAL 
ISADORA FOR RESILIENCY BUILDING AND TRAUMA RECOVERY 
 
The choreographic etudes of Isadora Duncan explore, through the action/ rest continuum, 
the dynamic relationship between affiliation and solitude.  Duncan, most recently referred 
to by movement based clinicians, as “ American’s First Dance Therapist”, expressed a 
theory of continuous movement that included sensitivity to the literal and metaphorical 
flow of energy into and out of the body. This theory reflects sensitivity to the life force in 
general, and to the significance of reflection upon the continued interchange between the 
external and the internal for vitality. 
 
The presenter, a Movement Therapist and a Third Generation Duncan lineage holder,  in  
working with diverse populations, facilitates movement dialogues that are not impaired 
by class distinction, ethnicity, or disability.  The Duncan prophecy, the presenter’s source 
of creative inspiration, provides the architecture for containment in her treatment 
methodology.  The tradition: 1) glorifies life forms as inherently harmonious, 2) explores 
Transition (Renewal/Rebirth) with the Maiden Archetype emerging at any age, and 3) 
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recognizes that the balance between Affiliation (external environment) and Solitude ( 
internal landscape) is necessary for spiritual, emotional, and physical integration. The 
presenter will illustrate how various Duncan choreographies and motifs have been 
utilized therapeutically to encourage a sense of integration and connection. 
 
My sister died when we were children;  Shortly after, I found myself “communicating” 
with her, as I sensed that she hovered  between the sacred and profane realms of sky and 
earth. During this period of mourning I attended a Catholic confirmation ceremony 
during which the priest spoke of  the intensity of beauty and radiance that was God. This 
radiance was spoken of as a superlative so  extreme that man would be blinded by the 
direct experience of this light; Angels were described as “go betweens”: Man would 
access God through the screen of the angels.  This idea of this diffused  access conjured 
up images for me of masks, veils, lensed prisms, translucent doors. I understood my sister 
to be such an angel through whom I could speak to God. I did however, always wonder 
how it was, that something could be “too beautiful” to experience directly.   
   
I understand that the need for collective ritual begins with the sharing, not hoarding, of  
good will.   Modern day healers are presented with the dual task of creating rituals  which 
guide community members toward affiliation and light following their immersion in 
isolation and darkness,  and in providing an environment wherein transformation and 
integration may occur. The journey which circles the extremes: inside-outside, black-
white, earth-sky, right-left, male-female, solitude-affiliation, inhale-exhale,  anima-
animus,  seeks ultimate balance.  Holism, unification, is the goal.   The overemphasis 
upon the individual versus the collective is a western emphasis.  “One against the other” 
rather than “one as part of the collective”: Mythic versus sensorial perception (1. Le 
Shan). And we tend to engage in an “Apollonian” (standing outside of the experience and 
telling the story of the experience) rather than “Dionysian” (immersing in and becoming 
the story) manner. Competing  prevails here over communing.  The experience of the 
peer as competitor rather than as ally begins at an early age; children placed in daycares 
as infants no longer  experience  sustained dyadic relationships with their primary 
caregiver  and must share, what should be an exclusive relationship, with many other 
children. Launched as fighters, we are finding engagement in acts of harmony with each 
other, for the sheer joy of celebrating being on the earth together, to seem increasingly 
foreign. 
 
My astrological sign is Pisces, represented by two fish swimming in opposite directions. 
Their paths are not linear, but spiraling, circuitous. Ultimately they experience left and 
right, up and down, spiraling through the world directions and finding their way back to 
their shared magnetic center, their axis mundi; they negotiate their findings, each 
contributing toward a developing sense of  integrated and balanced “self”.   
The embodiment of archetypal stories  and fables has long been basic to my work with 
children of trauma; Bringing together in an integrated manner : 1) parts of the self, 2) 
components of the trauma narrative, and  3)victims isolated from the flow of social and 
physical relationship , are potential to this form of embodiment. My theoretical 
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framework refers, in part, to the art and technique of Isadora Duncan. Duncan expressed 
a theory of continuous movement that included sensitivity to the literal and metaphorical 
flow of energy into and out of the body.  In search of movements expressive of the 
human spirit, her technique: 1) glorifies natural movement, 2) sources rhythmic and 
emotional links fundamental to all life forms, and 3) traces dance to its sacred roots using 
mythological archetypes and ritual. Her choreographic etudes explore, through the action/ 
rest continuum, the dynamic relationship between affiliation  (external environment)and 
solitude (internal landscape), recognizing that a balance between the two is necessary for 
spiritual, emotional, and physical integration. 
  
Solitude and Affiliation”, the paradigm basic to my own theoretical framework,  has 
found a new set of sisters in the goddesses who represent  aspects of the divine feminine 
(2.Campbell. ) This paradigm assumes the importance of experiencing the self as whole, 
unique, contemplative, introspective, and simultaneously  component to the tribe, 
expressive, interactive, negotiating.  
 
As I create embodied stories which ultimately will assist us in the experience of 
integration, I  refer to the dances of Artemis (Solitude) and the dances of Aphrodite, 
Hestia, Hera, Demeter (Affiliation).  The goddesses who are personifications of 
psychological qualities, lend themselves well to embodiment for personal and relational 
exploration. (3.Paris) 
 
In trauma the overemphasis upon internalization or externalization manifests in 
imbalance both for the individual and for the collective: Internal focus manifests as 
dissociation , external focus as hyper vigilance.  In the experience of either extreme, the 
victim is isolated in a world full of threat. Healing may occurs with: 1) the 
acknowledgement of the  existing extremes,  2) negotiating a balance between the two, 
and finally,  3) finding integration within the internal (personal) and external (collective) 
environments. Balance is the key here: This would manifest as a shift away from 
victimization toward empowerment where, immersed in the external environment, one 
could gaze inward, with calm and attention rather than anxiety and a sense of 
disconnection. And is not this sense of balance akin to the veil through which we gaze 
upon the brilliance of the divine? 
 
Exploring the myths of Aphrodite (defined by relationship to lovers), Demeter 
(Relationship to child), Hestia (relationship to the family and the hearth), I find  Artemis, 
who ,uniquely, is not defined by her relationship to the other, but rather is the 
personifying  force which urges us to withdraw from human relationship, to seek solitude 
in the service of another kind of self realization. We have neglected Artemis (Solitude) 
and suffer from overexposure. We pass on this suffering to our children.  
The image of “overexposure” holds the key for me, to why it is that ,the presence of the 
divine is too brilliant, too beautiful a light for man to experience directly. Here I 
differentiate “Isolation” from “Solitude”.  Solitude, as part of the natural continuum 
which includes Affiliation, is the experience necessary for everyman; It  provides the  
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contemplative haven wherein one may source unconscious material,  explore  personal 
meaning, and ultimately, over time, develop  the depth necessary to access the divine 
within. This state of solitude, the symbolic  chrysalis , is not sanctioned by our global fast 
paced, competitive world. Our children are being taught that, if they stop to contemplate , 
they will  miss the opportunity to “get ahead”. So, I hypothesize that we are becoming a 
collective of isolated individuals who have not achieved the depth necessary to create 
true communion with our tribe.  And, without the depth of meaning necessary to create 
the divine within, we become part of a “mob” which defined, is a group of individuals 
who have no connection to each other.  The “flock”, on the other hand, is a group of 
deeply enlightened individuals whose shared mission is their communion. As part of the 
“Mob”, we are overexposed to shallow togetherness, with no time for the  solitude 
necessary to develop true connection to each other.  
 
The before described passages will give the reader, and the participant a sense of the 
theoretical framework which is the  foundation for my  workshop offering. The next 
passages will illuminate some of the structural and contextual elements which contribute 
to the reincorporation and healing following traumatic events; the  embodiment of the 
polarities of  the relational states of solitude and affiliation can be found an integral to 
many Duncan choreographies and motifs. 
I begin the visual presentation with two contrasting films, both of children moving 
through their respective  environments; the first depicts a young girl floating through the 
grass, clad in silk, supported by the wind and the light of day. She has been told the story 
of the Duncan dance, “Ballspiel”,  and dances that story. In the other film children, move 
through the rubble left after a bomb has violated their land. The contrast here  begs us to 
consider the impact which the external environment has upon us; Just as the  sense of self  
develops as the infant internalizes the mirrored mother, so too that child internalizes the 
sights and sounds of the external landscape  viscerally . That which is internalized will be 
what the child ultimately expresses.  Isadora stated: 
 

“It is only when you put free animals under false restrictions that they lose the 
power of moving in harmony with nature, and adopt a movement expressive of 
the restrictions placed upon them”. (4. Duncan) 
 

Whether we are working with healing following a traumatic event, or simply living our 
lives in a era of darkness, we focus upon the “present tense” as our orientation for 
creating safety rituals. The past resonates  with longing, memory, and sometimes pain;  
the future is unknown and may present as fearful. These rituals we borrow from our 
collective past, when community healing was composed of song and dance, and there 
was a sense of belonging and reciprocity woven through the fabric of their structure and  
content. Encoded deep in our biology and  subsequent archetypal past, is the circle, the 
nest of inclusion, which we return to  or create, in times of threat or grief.  One finds in 
Isadora’s “Slow Mazurka” a trio  mobilized from contemplative basking to the engaged 
circle,where they protect their collective heart, in the face of potential threat. 
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Moving toward healing ,which demands integration of extremes in the service of 
wholeness, we find patterning in the following realms: 
 
 1) Time: Action-rest 
 2)Place or orientation: External-internal 
 3) Self as whole or component: Individual versus group focus 
 4)Perception: Cyclic not linear 
 5) Relational: Harmony versus competition 
 
There is also a patterning of gaze which exists as we cycle between the contemplative 
(internal) gaze,  upward or downward ,and the interactive, engaging (external) gaze at 
others. This patterning assures the embodiment of simultaneous human need to be both 
individual and part of a tribe. This gaze patterning is also basic to the Duncan work. 
 
I find further validation for posturing Isadora as a “one who channels the archetypes.” In 
exploring the elements of community healing found in many cultures, I find Isadora.  I 
focus upon  Kuan Yin, the Boddhisatva of Compassion . Her welcoming dance  holds 
archetypal patterns found in  many cultures and includes the following elements , also 
found in Duncan dances: 
 1)Circumambulation 
 2) Chants and integrated movement patterns of four rhythmic beats 
 3)The heart as symbolic and physical orientation for expression, breath  cycling 
from internal to external 
 4) Alternating focus from individual to group 
 5) Gathering movements symbolic of watering, planting, nourishment/ the  chalice 
 6) Soothing movements symbolic of nurturance and 
 7) Upward aspirational focus symbolic of the indomitable human spirit 
 
EXPERIENTIALS:The action –rest and gaze patterning previously mentioned are 
embodied in the following Duncan etudes: 
 
Wind Runs: The group begins and ends together in rest and in affiliation;  Their journey 
in between is their action, is their solitude, as they mobilize at different speeds 
conditional upon their body type and intention in moving. The beginnings and endings 
are akin to returning home to family at the end of solitary day. 
 
Skipping and crossing dyads: Partners circle the room together, connecting via gaze 
rather than touch. At each elbow of the square (within the circle), the partner on the 
inside crosses the one on the outside ,changing place. While skipping together, moving at 
the same pace, as one breath, they experience rest and recuperation, as they cross and 
leave each the momentarily, they experience the exertion  of leaving a familiar rhythm, 
and the momentary solitude of the cycle’s continuum. 
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The two Duncan dances which I offer as examples of the integration of solitude and 
affiliation are: her “Slow Mazurka” choreographed to  Chopin Mazurka A minor Opus 17 
#4 and  “The Three Graces”, to  Schubert’s Waltz #15. Both include a central trio whose 
relationships pattern between contemplation (internal/solitude) and engagement 
(external/affiliation). These dances, with their archetypal symbology , lends themselves 
well to varied interpretations, based upon what is the vernacular need. Here I interpret 
them through the lens of time passage, trauma, and reincorporation 
 
The Slow Mazurka is  a story of time passage:  Three figure enter, each on their own, 
with a slow sense of lingering, gazing behind them, held fast to the past ,to the  light  of 
the known. As they enter into unknown, to the future, they step slowly, cautiously,  still 
gazing at the past , as if entering a forest which is dark. The music changes, quickens, 
brightens, drawing each figure forward into an oasis of light. There she basks, lingers .  
When all three are reclined and resting, the music changes again, encouraging them to 
rise :”Won’t you come and dance with me” (6 Zahn), the music beckons.  Accepting the 
invitation , the graces circle and waltz for three phrases, in a pattern of engagement and 
contemplation, suggested by their gaze patterning. Again the music changes, this time 
indicating a potential threat from without; The trio rushes together embracing in a circle, 
backs toward the threat, protecting their collective heart. The fourth dancer then enters 
announcing her presence. She is different in some way, but  the music, as it replicates the 
entrance of the other three suggests that her similarity to them , is more relevant. The 
moving of the  trio’s collective  gaze and  heart toward the fourth represents an act of 
appraisal and trust. This posturing is a powerful embodiment of  the conscious act of 
making oneself vulnerable in the service of offering to and receiving from the other 
(external). Only in assuming this posture, viscerally and emotionally, is one able to give 
and receive love. And so it is on life’s journey. We find road blocks along the way, assess 
them, take risks tumble, fall, hesitate to leave the familiar.  Nadia  Nahumck interprets 
the dance as more melancholy: 
 

“There are moments in the dance when uncanny body stillness overwhelms the 
melancholy sounds of the music. Perhaps, in her own creative fashion, Duncan 
was warning her audience against the dangers of social apathy and spiritual 
debility”. (5  Nahumck ) 

 
“The Three Graces”, a choreographic embodiment of the mythic trinity representative of 
the divine feminine, cycles the dancers through states of contemplation and engagement:  
Three dances advance forward in absolute unity as if coming out of the distant past. As 
they advance ,their facial expressions suggest internal dialogues : contemplative stillness 
even as they move together. As the music changes they burst into hand  and gaze 
entwined circling, whirling in joyful engagement . The change in music disengages them, 
as the move into a contemplative moment, slowly circling vertically around themselves, 
pondering, before  reengaging  in the first motif of engaged advancement.. As this pattern  
repeats, advancement together- joyful circling engagement-contemplation, one is 
reminded of a similar pattern experienced by children as they play: They interact with 
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each other, internalize the experience of engagement as they find a quiet retreat where 
they can process the experience, take of it what they choose to incorporate into their 
evolving sense of self, then re engage with more depth. So too here in this dance: After 
the joyful experience of circling with each other, each takes a moment to internalize that 
experience. Their  facial expressions suggests that something has been added to their 
internal dialog ; A hint of the remembered joy is suggested in the occasional smirks and 
shift of gaze toward each other as they advance. As one add to their pool of internalized 
experiences, one has more information to draw from in the face of challenge. This 
contributes to resiliency. This is the key here: Equally important to the balance potential 
in this patterning is the affiliation and the solitude.   It appears that contemporary 
education has forsaken the continuum; Let us reclaim “solitude” as we attempt toward 
individual and collective balance and health. 
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Photo: Kollwitz: The Mothers 
 
 

 
Photo: R Macy: Moving Into the Light 
 
 
Bio: Dicki Johnson Macy, BC-DMT, M.Ed., L.M.H.C., third generation lineage holder in 
the Art/Technique of Isadora Duncan (having studied first as a child with Anita Zahn) 
and director of the “Boston Children’s Foundation” is the creator and founder of 
Rainbowdance . A tireless and dedicated pioneer in the field of trauma focused 
stabilization and resiliency programs for young children and their communities, she is 
also the co-founder of the acute trauma response and intervention, CBI. For the past 25 
years, in her career as a dance therapist, she has created international healing rituals for 
children isolated by developmental and neurological disorders and exposure to conflict 
and natural disaster. She continues to guide children, caregivers, and dancers of all ages 
with her Isadora inspired workshops and trainings. 
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Mind/BodyFullness: The Cultivation of the Qualities of 
Luminosity and Radiance in Isadora Duncan Dance Technique 
and Repertory  
Dr. Andrea Mantell Seidel, Florida International University  
 
Workshop 
Friday, June 12, 2015  
 
Abstract: Luminosity is an attribute that is rarely emphasized in the classroom, as it is 
often deemed elusive or an innate gift of charisma that cannot be taught. However, the 
quality of radiance can be cultivated through “mind/bodyfullness” strategies that can help 
to ignite Isadora’s “the motor in the soul” and promote a mind/body integration. In this 
workshop, Duncan basic exercises are enhanced through use of the creative imagination, 
techniques for concentration and awareness, positive, evocative imagery and 
reinforcement, motivational techniques, arousal of faith in oneself and the ‘soul,’ and an 
emphasis on cultivating a ‘light, subtle body/mind.’ 
 
Keywords: Mind/body integration, Mind/body/fullness, Isadora Duncan technique and 
repertory, Duncan workshop, Cultivating Radiance in Duncan dance 
 
 
MIND/BODYFULLNESS: THE CULTIVATION OF THE QUALITIES OF LUMINOSITY 
AND RADIANCE IN ISADORA DUNCAN DANCE TECHNIQUE AND REPERTORY  
 
For Isadora, the truly creative dancer was one who could “convert the body into a 
luminous fluidity, rendering it to the inspiration of the soul.” After 35 years of dancing 
and teaching Duncan technique and repertory, I have discovered that it is primarily this 
quality of luminosity that gives integrity, authenticity, and conviction to contemporary 
performances of Duncan’s work. Luminosity or radiance is an attribute that is rarely 
emphasized in the classroom, as it is often deemed as either elusive and/or an innate gift 
of charisma that cannot be taught. However, I have discovered that the quality of radiance 
can be cultivated and developed through what I refer to as “mind/bodyfullness” 
strategies.  
 
These strategies can help to ignite what Isadora called “the motor in the soul” and to 
promote a mind/body integration. The proposed workshop will present these 
“mind/bodyfull” strategies within the context of a Duncan class, progressing from floor 
exercises to standing and center work, and then to structured improvisations, locomotive 
movement, and short repertory excerpts across the floor. Exercises will focus on 
activating the solar plexus or heart center, moving through wave, circular and arcing 
patterns of motion in whole and isolated body parts, and use of the breath and 
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emotion/intention as the impetus for movement. Duncan basic exercises are enhanced and 
animated through use of the creative imagination, techniques for concentration and 
awareness, positive, evocative imagery and reinforcement, motivational techniques, 
arousal of faith in oneself and the ‘soul,’ and an emphasis on cultivating a ‘light, subtle 
body/mind.’  
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
This movement image 
from Ave Maria 
(Schubert) suggests the 
prayerful, humble 
countenance of the 
Divine Mother.  
Dancer: Andrea Mantell 
Seidel  Photographer: 
Alfredo Pastor 
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Dancer: Andrea Mantell Seidel with Isadora Duncan Dance Ensemble 
Photographer: Alfredo Pastor 
 
 
Bio: Dr. Andrea Mantell Seidel is Professor of Dance, Associate Professor of Religious 
Studies at Florida International University. She is trustee of Eleanor King’s 
choreographic legacy and artistic director of the critically acclaimed Isadora Duncan 
Dance Ensemble. Dr. Seidel has taught, lectured, and performed as a soloist throughout 
the US and abroad, including Goethe Festival, St. Petersburg, Russia; Kennedy Center, 
Washington; International Tanzfestival, Germany; WDA, CORD, SDHS conferences, 
Hong Kong Dance Academy. She is a recipient of over 70 state and national grants, 
NDEO’s Visionary Award, and Fulbright Senior Scholar award. She is the author of 
Isadora in the 21st Century:  Capturing the Art and Spirit of the Dancer’s Legacy 
(McFarland, 2015) and articles on sacred ritual and early modern dance.     
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Cultivating Beingness and Presence in Performance through 
the Art of Isadora in the 21st Century  
Dr. Andrea Mantell Seidel, Florida International University 
 
Video Showing/Lecture 
Friday, June 12, 2015  
 
Abstract: With reference to other theories regarding presence and embodiment by Andre 
Lepecki, Lizzy Le Quesne, Sondra Fraleigh, and others, the paper describes the author’s 
theory and methodology for cultivating “beingness,” verisimilitude and radiance in 
performance through an analysis of the art of performing several Duncan dances from a 
contemporary 21st century perspective. While inevitably, the body and mind are 
conditioned by one’s psychology, culture, political constructions of gender, identity, and 
the aesthetics of time and place, the paper discusses the author’s discovery of techniques 
for convincingly suspending the conditioned self.  
 
 
CULTIVATING BEINGNESS AND PRESENCE IN PERFORMANCE THROUGH THE 
ART OF ISADORA IN THE 21ST CENTURY  
 
Isadora Duncan is renowned as not only the matriarch of the modern dance, but she is 
also remembered as a charismatic performer who could bring an audience to tears by 
simply raising her arms and lifting her torso in the most minimalistic of gestures.  For 
decades after her death, both critics and general audiences assumed that she improvised 
onstage and possessed little technique and nor that she had a transmittable repertory.  We 
now know that she did indeed choreograph most of her dances and much of her repertory 
of over 70 dances has been passed on by her disciples through multiple generations: from 
Duncan to her adopted daughters, mainly Anna, Irma and Maria Teresa to third 
generation dancers such as my mentor Julia Levien who danced in the companies of 
Anna and Irma in the 1930’s, and then subsequently to fourth generation Duncan dancers 
such as myself.  
One of Isadora’s great gifts as an artist was that she was able to create the illusion of 
absolute spontaneity in the moment of performance; her presence was often described by 
critics and audiences as “luminous” and “radiant.”  While clearly Isadora was possessed 
of special gifts as an artist, I contend that “presence” and “charisma” to some extent, may 
be cultivated and taught as a quality.   
 
This paper then discusses “the art of presence” with reference to the role “Mother” in 
Duncan’s ensemble work the Ave Maria. Duncan choreographed the Ave Maria in l913 
to resurrect her shattered spirit after her young children Patrick and Deirdre died in a 
tragic car accident.  Schubert’s glorious music and Isadora’s stately, heart-opening dance 
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uplifted her spirit and transported her, along with the audience, into a state of reverence 
and serenity and after a performance in Russia, she subsequently opened all her concerts 
with the dance.  I followed suit in this tradition for concerts by my Miami-based 
company, the Isadora Duncan Dance Ensemble, by opening all our concerts with the Ave 
Maria as the dance brought both the company members and the audience into a state of 
receptive awareness so that presence and the communication of presence can be 
heightened.  
 
Suzanne Jaeger in writing about presence refers to it as “ an awareness of things uniquely 
coming together:  one sees a spark of brilliance, a special communication between the 
artist(s) and the audience, a sensuously and perhaps emotionally heightened, lively 
awareness that unfolds within and is unique to a specific performance.” (Jaeger, 44).  
Presence requires the power to concentrate and focus on the singularity of the moment, 
ready for the shifts, accommodations and adaptations belonging to the challenge of being 
present, active, bodily engaged, and bodily conscious in the moment (Jaeger 46).  
Presence occurs then when the performer not only correctly repeats everything she has 
rehearsed, but also when she has a keen awareness of herself, the other performers and 
the audience in the immediacy of a live performance. It is a feeling of supreme control 
and power, but also paradoxically an openness to the contingencies of a live performance 
(Jaeger 44).  
 
Sondra Fraleigh in a phenomenological approach to dance performance writes that “ 
when I dance, I am acutely aware of my movement. I study it, try out new moves, and 
perfect them, until I eventually turn my attention to their subtleties of feeling, and 
meaning. Finally, I feel free in them. When I make any movement truly mine, I embody 
the motion. And in this, I experience what I would like to call "pure presence," a radiant 
power of feeling completely present to myself and connected to the world. (Fraleigh, 13). 
The philosopher Heidegger refers to these moments as the "ecstasy of time"-those times 
when past and future are realized in the present-as "the moment of vision" (4). We say we 
"lose track of time" when we become fully involved in an experience; then conscious-
ness is not divided, and an act or thought emerges from a present-centeredness (Fraleigh 
2011). 
 
According to Ann Daly what was so extraordinary about Duncan’s performance abilities 
“was that she appeared to make visible the inner impulses, stirrings, vibrations of the self, 
what she called the “soul”….the dancing body was no longer a product—of training, of 
narrative, of consumption—but rather a process.  It was about becoming a self rather than 
displaying a body (Daly 68).  Helen Tamiris, pioneer modern dancer, recalls how she and 
the audience were transfixed by Isadora's "simple movements:” 
 
She was dancing the Pathetique. She started on the ground, lying close to the floor and 
....it took a long time...the only physical action was the very slow movement which 
carried her from prone to erect with arms outstretched.  At the finish everyone was crying 
and I was crying too. It’s taken me years to learn how to walk properly (Blair 46, 47). 
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I like to call this extraordinary presence and awareness not the act of “becoming a self” 
but rather “beingness,” a state or condition of residing in a transcendent higher Self that is 
distinct from everyday, ordinary reality.  Duncan’s everyday life was chaotic and 
disordered: she suffered from frequent bouts of neuritis and depression and was 
periodically  impoverishment despite the enormous sums of money she earned touring. 
She endured the tragic loss of three children, numerous disastrous love affairs, and 
became  alcoholic in her later life. However, Duncan’s dancing Self was able to transcend 
the limitations of her fragmented personality.  
 
In a series of famous portraits of Duncan, renowned photographer Edward Steichen 
captured this luminous quality in his many photos of Isadora as well as in this photo of 
adopted daughter Maria Theresa Duncan’s.In the Ave Maria, the chorus of protecting 
spirits embodies both the serene, ethereal qualities of the Divine Mother as well the 
angelic qualities of heavenly beings. Dressed in floor-length, white one-piece long-
sleeved tunics with long trains conceived by English theatrical designer Gordon Craig, 
Isadora’s lover and father of her daughter Deidre, the chorus adds weight, mass and 
gravitas to the movement of the solo mother figure (Kendall 169).  The center figure, 
originally danced by Isadora, evokes the mortal Mother and the divine Virgin Mary, who 
endure the evanescent joys, sorrows and gifts of motherhood. 
 
To project the pure, angelic state of the chorus in Ave, the greatest degree of 
verisimilitude comes through accessing the interior, peaceful core of one’s deeper Self. 
For young dancers struggling with insecurities and periodic identity crises, it is a great 
challenge to try to access this inner core.  In reality, to “know thyself” at any age is a 
lifelong journey of self-discovery with no fixed point of arrival. However, the magic and 
beauty of theater is that one can try to approximate this reality through, in the words of 
Samuel Coleridge “a willing suspension of disbelief,” where the imagination creates a 
bridge to a “virtual reality.”  In those moments, the little self, unique and personal to each 
individual and very likely fraught with anxiety, fear, and doubt in everyday life can 
dissolve and a higher Self can live in the moment of the dance.  Through the creative 
imagination and with great skill, the small self can become the embodiment of an iconic 
image of the Divine Mother or an angelic being.  
 
To access this deeper Self, the mind must be concentrated and in some measure, in 
Duncan’s work, consecrated.  The mind must empty itself of extraneousness thought and 
be totally present in the feeling and fully embodied in the form.  Thought, the idea, 
whether narrative or pure dance, and its related emotional resonance must merge in a 
unified expression with the motion and the music.  To arrive at this state of “beingness” 
rather than “becoming” is the greatest challenge of dancing for one must be totally 
focused in the moment and liberate oneself from any judgment or self-doubt.  It is a state 
of liberation from the concern with self-image, with body consciousness, with everyday 
worries and neuroses, and other negative conditions of the individual personality. It is 
ultimately the ecstatic state of transcendence into the timeless time of the dance.   
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The dancer’s ability then to transcend the “conditions” of her small self or her personality 
allows her to become a vehicle for Duncan’s invisible ideals of the Good, the True, and 
the Beautiful that she sought to manifest through the dance. For Duncan, truth was found 
in the rational study of nature; the good is found in charity, toleration, and compassion; 
and beauty is found in this life in the natural world and orderly design of the cosmos 
(Daly 99). The movement, however, must flow through a perfected form achieved 
through years of rehearsal and experience.  The state of “beingness” also is conditional 
on the quality of invocation, arousal, and aspiration and the ease with which the dancer 
integrates form and thought.  It requires both a heightened sensibility and consciousness 
and the ability to engage in complete and total identification with the idea or intention; in 
other words, the greater the dancer’s ability to “become” that which she is portraying—
whether angel, demon, huntress, or lover-- the greater the possibility of an “aura of 
virtual reality,” verisimilitude, and radiance.  The nature of the thought, the object of 
concentration, and the form or “container” that houses the thought determines then the 
nature of what is made visible in the body.  Inevitably, the body and mind are conditioned 
by one’s own psychology, culture, political constructions of gender and identity, and the 
aesthetics of time and place. However, it is one’s ability to convincingly suspend h/her 
conditioned self and through the magic of theater, inhabit another altered reality in order 
to produce an aura of truth and authenticity.   Martha Graham wrote in l941 that dance is 
“not knowledge about something, but is knowledge itself… I am certain that movement 
never lies (Graham in Barbara Morgan l980, 11).   
 
Duncan often remarked that it was the great actresses Ellen Terry and Eleonora Duse 
from whom she learned the power of vibrating stillness and great stage charisma.  
Duncan shared their ability to make emotion visible in the body and to reveal its inner 
truth and to give the illusion of complete spontaneity. Elenora Duse was considered the 
“Holy Mother” of the theater whose mysterious power stemmed from her negation of the 
very idea of acting. Duse remarked that “an actress does not study a character with a view 
to proving something about the dramatist who created it. Her task is to learn how to 
translate this character into herself, how to make its thoughts her thoughts, his words her 
words.  It is because I have applied myself to this task for a great many years, that I am 
able to speak to you about Shakespeare’s women with the knowledge that can be gained 
only from union with them” (Wagenknect, 100).   
 
Dance theorist Peggy Phelan explains a performer’s presence and command of the stage 
as the ability to create a “believable self, to successfully trick the audience into believing 
the representation of the character portrayed (Phelan l993, 117). The Duncan dancer’s 
task then is to transmit her internal reality and the truth of the dance to others with total 
conviction so that the audience is aroused and can resonate with the dancing experience.   
In class and in teach Duncan repertory, our “mantra” was “emotion before motion,” what 
Isadora called the “motor in her soul:”  
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Before I go out on stage, I must place a motor in my soul.  When that begins to work, my 
legs and arms and my whole body will move independently of my will. But if I do not get 
time to put that motor in my soul, I cannot dance (Kurth 223). 
 
Duncan’s theory of the dance was rooted in several fundamental body principles which 
included the rhythm of the breath permeating through the whole body, body center rooted 
in the solar plexus at the heart center, and the principle of the wave which she conceived 
as the foundational principle of all movement in nature observed in the motions of trees 
swaying, birds in flight, waves, fish, and all other living things.  These principles, which 
parallel many of the later concepts of total body connectivity formulated by Irmgard 
Bartenieff (Bartenieff Fundamentals) and Bonnie Bainbridge Cohen (Body/Mind 
Centering) allow for a free flow of movement and a sense of connectedness through all 
body parts that facilitates  naturalness of movement.  In Duncan technique, the body not 
only functions as an organic, whole but it is also connected intimately with the emotions 
and psychic, spiritual center at the solar plexus. Thus, the mind/body/spirit connection 
helps further the access to the central core of “being.”  
 
Central to the experience of “beingness” is the “bypassing” of the thinking brain, which 
Isadora called the “brain’s mirror” (Duncan 1927, 75), and the accessing of the intuitive 
mind which can more easily perceive and manifest the ineffable sense of non-ordinary 
Self.  Isadora writes frequently about how the long hours, days, and months she spent in 
contemplation to access the source of her dance:  

 
After many months, when I had learned to concentrate all my force to this one 
Centre, I found that thereafter when I listened to music, the rays and vibrations of 
the music streamed to this one fount of light within me—there they reflected 
themselves in Spiritual Vision not the brain’s mirror, but the soul’s, and from this 
vision I could express them in Dance (Duncan 1928, 75).    

 
Isadora understood so profoundly that in stillness and quiet contemplation lies the seed of 
self-awareness that leads to transformation. In stillness, in the silence of the breath that 
precedes each motion, she discovered the source of her dance.  As she mounted the great 
sloping hills towards the Parthenon at the foot of Acropolis, she recalled how she 
discovered the origin of the dance:   

 
For many days no movement came to me. And then one day came the thought: 
These columns which seem so straight and still are not really straight, each one is 
curving gently from the base to the height, each one is in flowing movement, 
never resting, and the movement of each is in harmony with the others. And as I 
thought this, my arms rose slowly toward the Temple and I leaned forward -- and 
then I knew I had found my dance, and it was a Prayer (Duncan 1977, 65).   
 

As a prayer, the dance becomes a great call of the innermost Self radiating outwards from 
the solar plexus into the vast, eternal space.  It is a call of devotion towards to the divine 
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source of life.   In the iconic hymn and images of the Ave Maria, the prayer is a 
proclamation to lift oneself upwards towards a heavenly light in the face of darkness and 
despair.  In the truth and sincerity of that action, the energy radiates outward and others 
too are touched and lifted upwards towards the light.  The dancer is both present and 
presence and she/he becomes one with the dance.  
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
This image from the 
revolutionary dance 
Warshiavianka was 
inspired by the 
struggles of the 
oppressed masses, 
in particular, the 
“Bloody Sunday” 
massacre that led to 
the Russian 
Revolution of l917.   
Back figure:  
Andrea Seidel; 
front, Michelle 
Vasquez Kickasola      
Photographer: 
Alfredo Pastor 
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The iconic, oppositional sculptural designs in Nocturne in E (Chopin) add  
visual potency to the inherent tension of the forces of darkness and light. 
Lying down: Stephanie Bastos; Kneeling: Michelle Vasquez Kickasola 
Photo: Shelley Gefter 
  

 
Heroic ending of Dubinushka 
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Dancer:  Andrea M. Seidel with Isadora Duncan Dance Ensemble 
Photo: Shelley Gefter 
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Studies at Florida International University. She is trustee of Eleanor King’s 
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Undertow: Isadora’s Waves of Movement & Meaning  
Janaea Rose Lyn McAlee, Estrella Mountain Community College 
 
Workshop 
Thursday, June 11, 2015  
 
Abstract: In this workshop we will re-discover the wave as the foundational concept of 
Duncan’s technique, choreography and philosophy. The physical manifestation of the 
wave motion will be experienced through three key movements and their corresponding 
spatial planes: the walk (horizontal), the waltz (vertical), and torso/armwork (diagonal) to 
more clearly articulate their intersection into and out from the solar plexus. Then we will 
investigate more complex combinations which express the wave pattern in Duncan’s 
choreography. Woven throughout will be references to the philosophical underpinning of 
Duncan’s approach to dance and life - the inspiration of the wave as the quintessential 
example of perpetual renewal and undertow as the necessary pulling back to a larger 
source for that renewal. 
 
Keywords: Isadora Duncan, wave, undertow, contrapposto, "C" curve, Chopin, Grande 
Valse Brillante, Op. 34 #1, waltz, walk, diagonal wave, horizontal wave, vertical wave, 
wellspring, source, gesture, intention. 
 
 
UNDERTOW: ISADORA’S WAVES OF MOVEMENT & MEANING  
 

“The movements should follow the rhythm of the waves: the rhythm that rises, 
penetrates, holding in itself the impulse and the after-movement; call and response 
bound endlessly in one cadence.”  

-Isadora Duncan, essay: Depth from “The Art of the Dance”  
 

I began the workshop in a circle and read this quote to introduce the philosophical 
underpinnings of Isadora’s technique and choreography.  I explained we would explore 
these ideas through analysis of three key wave motions used in Duncan dance technique 
and the ways in which they combine to create the iconic movement quality of Duncan’s 
choreography. The first would be torso and arm-work which articulates this idea through 
a diagonal wave motion; then through walking and its horizontal expression of advance 
and recede or “undertow”; and finally through waltzing which utilizes a vertical 
undulation. These concepts would then be integrated and kinesthetically experienced 
through dancing a phrase of Duncan’s choreography. I also explained that the basis for 
these movements to happen naturally requires always having weight on one leg in a 
“contrapposto” position as evidenced in Greek and Renaissance art where the body is 
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always in a state of readiness for the next movement, as opposed to standing with the 
weight evenly distributed on two feet in a “first position.”  
 
Human beings are continually in relationship to gravity. We calibrate this relationship in 
every moment through our release into or resistance from gravity in every movement we 
make. This knowledge is the basis for understanding the physics of the wave motion and 
how it can be embodied through dance in motions that have freedom yet retain clarity and 
specificity. To illustrate the role that gravity plays as a constant force, and the body’s 
natural relationship to the earth, I asked everyone stand flush against a wall and then 
relax and let the weight fall forward from the ankles where it would naturally stop in a 
gently angle to the earth, not perpendicular. From here we lifted one leg at a time with a 
relaxed foot and experienced how the ball of the foot strikes the earth first. Once the 
entire foot was on the ground with weight fully committed on a straight leg, a 
contrapposto position naturally results as the back leg slides in with the heel off the floor 
and the ankle released to settle behind the front leg with very little weight on it. The 
weight in the body is now slightly forward in the front hip and lifted up through the 
shoulder which creates a “C” curve on the side that is not bearing weight. I clarified that 
this would be our foundational position throughout the class and to reinitiate this stance 
on both sides of the body we would use a stepping sequence, back, side, front as 
transitional movement so it occurred naturally and was not posed.  
 
I then assembled the class into a circle and explained that there is an internal energetic 
reserve or “wellspring” which supports gestures that are elongated but never fully 
extended. At the moment of “cresting” like a wave the movement then organically returns 
to this wellspring, the source, facilitating a continuous cycle of motion. We began with a 
meditative sequence that focused on the idea of movement that always begins with an 
internal motivation or intention. This intention, e.g. a desire to reach to another person, or 
to the earth or heavens is then physically expressed through progressive and unfolding of 
the first wave, a diagonal arc up and out which follows the breath rhythm – inhalation 
moving the body, the focus, a gesture and then suspension; and then returns with the 
exhalation which initiates a return of the body, focus and gesture to neutral. Duncan’s 
gestures which express universal ideas of gathering and offering, as well as phrases 
representing Tanagra figures, Bacchanal and other Duncan dance studies were used. 
 
The class then focused on the second or lateral wave that occurs in the walk when we 
articulate the continuous transfer of weight moving through the contrapposto moment in 
the transition. I demonstrated how this creates an undertow effect, as opposed to stepping, 
stopping and then reinitiating our energy to step again. Instead, as we advance on the first 
step there is a natural and correspondence shifting back (to a lesser degree than the 
advancing step) that occurs as the back leg passes by the center line of the torso before it 
become the new step. This undertow is subtle but clear and I had the class practice by 
walking in a circle. I often took someone’s hand so they could walk in rhythm with me 
and experience this is as an action that occurs and not as something that one does. As we 
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progressed, torso and arm gestures used in the first part of class were incorporated with 
the walk to work on building more complex movements from this foundation. 
 
I divided the class into two groups in lines on opposite sides of the studio with each 
person having a partner across from them. I talked about the third or vertical wave action  
and Duncan’s approach to waltzing which allows to occur  through the particular use of 
the spring in the ankle without the heel touching the floor. By calibrating the degree to 
which the ankle and knee bend and through using the same relaxed sliding in action of 
the back leg used in the walk, an over curve, under curve arc results. With each waltz 
step, as the back foot slides in a version of the “C” curve also occurs which allows for 
plasticity and responsiveness in the upper body and arms resulting in the distinctive 
Duncan line. Dancers learned a waltz study which moved across the floor as they also 
danced with their partner who advanced towards them.  While the focus was on 
experiencing the vertical wave in the lower body, once again the addition of torso and 
gestural movement along with a turning version of the waltz step integrated previously 
learned material. 
Once again assembled in a circle, I taught a phrase of Duncan’s choreography to the 
Grande Valse Brillante, Op.34 #1 by Frederic Chopin which is quintessentially a 
representation of the wave and undertow concept. As they danced, the class became a 
macrocosm of the ideas we had been exploring. The diagonal, horizontal and vertical 
waves intersected seamlessly within each dancer’s body, and in the pattern creating by 
the class as a whole as they advanced in towards and then receded out from the center of 
the circle. To complete the arc of the workshop experience, I concluded with a similar 
meditative sequence used to begin the class so students could re-experience these slower 
movements with new depth of meaning.  
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Artwork by Laura HIggins Palmer ©2015 
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Photo by Laura HIggins Palmer © 2015 
 
 
Bio: Janaea Rose Lyn (McAlee) is a Third Generation Isadora Duncan dancer, educator 
and historian whose career began with Mignon Garland and the San Francisco Duncan 
Dancers. She was Artist in Residence at the Akademia Raymond Duncan in Paris and a 
member of the Dionysian Duncan Dancers before her extensive career as a soloist and 
guest artist. Janaea presented at the 2013 and 2015 Isadora Duncan International 
Symposiums and is on the Isadora Duncan Archive Committee. A modern dance artist 
specializing in collaborative work, Janaea is Residential Dance Faculty at Estrella 
Mountain Community College in Arizona. www.janaearoselyn.com. 
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Artistry through Improvisation 
Julia Pond 
 
Workshop 
Saturday, June 13, 2015 
 
Abstract: An experiential workshop that applies various improvisation techniques to 
Duncan repertory as a vehicle for a deeper understanding and more nuanced performance 
of the original work, or as a starting point for a choreographic response to original 
Duncan material. 
 
Keywords: Improvisation, Brahms waltzes, music, voice, artistry 
 
 
ARTISTRY THROUGH IMPROVISATION 
 
In this session, we will explored Duncan repertory via improvisation, with iterations on 
Brahms Op 39 No.4 'Gypsy Waltz', using improvisation as a way for the dancer to 
'discover' the Duncan repertory for themselves as artists. Improvisation, because it 
necessitates moment-to-moment decision making on the part of the improviser, allows 
the dancer to respond to the choreography with a level of agency different to that of 
simply performing the choreography, and in my experience facilitates a deeper 
understanding of the work alongside a more nuanced performance of the straight 
choreography (if that is the goal). In work with Duncan dance teachers Lori Belilove, 
Cherlyn Smith, Julia Levien and Barbara Kane, I came to understand the common tenet 
in Duncan dance that the repertory should be danced as if for the first time – with the 
steps just following the music 'as if the dancer is hearing the music for the first time.' 
Additionally, the regular use of improvisation in a class setting is a wonderful way for 
students to 'own' the technique at the level to which they've learned it. This offering is 
part of developing a strong improvisation practice and agency as a dancing artist that is 
fundamental to my understanding and discovery of the Duncan technique and repertory. 
 
We worked with the following techniques in the workshop: (including but not limited to) 
 
Vocal improvisation: the voice serves two purposes: to bring the movement into a full 
body expression and to explore what the movement is, literally, saying. This can be one 
of the more challenging, but in my experience, also one of the more fruitful exercises for 
dancers that are sometimes shy to speak.  
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Musical Improvisation: Dancing the same choreography but literally hearing the music 
for the first time. Using new music as a way to inform quality, timing and intention in the 
choreography. 
 
Solo work: Riffing on a theme as a jazz musician might. Exploring the movement itself 
through variations in timing, repetition, extending and contracting the steps themselves. 
 
Group work: Movement material in wordless conversation. What can you learn from 
responding to others' ideas? How does an active awareness of others in the space inform 
your own choices? Noting the Duncan quote, “I never danced a solo”.  
 
The movement portion of the workshop was be followed with a short debrief allowing 
participants to share their experience of the improvisation. 
 
Underlying Ideas 
 
• Improvisation can be used as a class or rehearsal tool at any level: it simply requires the 
student or dancer to meet the material with the information they have at that moment. 
 
• Improvisation requires the dancer to act with agency and therefore results in 'owning' 
the movement or choreography to a greater extent than simply learning it and repeating. 
It requires the dancer to make immediate decisions in the moment. 
 
• The 'in the moment' quality of improvisation is by its nature analogous to the experience 
of performing As a performer you may be doing set material but the 'present' quality is 
what makes it special...so by improvising we are practicing performance skills. 
 
• Improvisation is a first step to new choreography: especially with extended 
improvisation we have the opportunity to go beyond habitual movement and get to a 
deeper layer. 
 
 
Bio: Julia Pond is an independent artist and direct lineage Duncan dancer based in 
London. She is a Steering Committee member of the Duncan Symposium and a co-
director of the Duncan Dance Project. Her 2012 work, Bach Motets, a choreographed 
concert conceived by Crispin Lewis and performed with baroque ensemble the Musicall 
Compass, premiered at St. John’s Smith Square, London. Andrew Benson-Wilson of 
Early Music Review said that the “choreography was flowing and coherent, the mood of 
the two dancers ranging from exuberance to gentle intertwining in a series of evolving 
tableaux, some evoking recognisable baroque sculptural groupings – for example, a 
couple of Pietás.” Julia’s 2010 work Song of the Sibyl has been presented by London’s 
Cloud Dance and Scenepool Festivals, Rome’s Exitart, Jennifer Muller/The Works NYC, 
Noyes School of Rhythm and Katharine Hepburn Theater, Old Saybrook CT. Reviewers 
from the Cloud Dance Festival called it “urgent, beautiful and lonely all at once” and said 
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that “one is able to witnesses the simplicity and power of Duncan’s pioneering 
technique.” A member of Lori Belilove’s Isadora Duncan Dance Company from 2001-
2005 and an international affiliate from 2005-2010, Julia is a 4th generation Duncan 
dancer primarily taught by Lori Belilove and Cherlyn Smith. She currently works with 
and receives coaching from Barbara Kane, founder of the Isadora Duncan Dance Group, 
London/Paris. From 2007-2009 she lived and worked at the Art Monastery Project where 
she helped develop the project’s unique combination of contemplative practice and 
artistic work, and she continues to explore contemplative creative practice, most recently 
as an organizer of the Project's summer residency at Caramanico Terme in summer 2014. 
Trained at the Boston Conservatory, Julia graduated magna cum laude in 2000 with a 
BFA in Dance. She is also a qualified yoga teacher at the 200 hour level. 
www.duncandanceproject.org 
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Isadora's Morningstar 
Laura Pravitz 
 
Workshop/Lecture 
Saturday, June 13, 2015 
 
Abstract: Isadora's radiant dance, "Morningstar" was introduced by absorbing attributes 
of the star/planet Venus through discussion and movement.  Her role in the ancient world 
was discussed.  Aspects such as the presence of phases; shadow and light; star (radiating) 
and planet (axial/rotating/planetary pulls and orbits) were explored through movement 
towards an embodied appreciation of the dance. Principles from Body Mind Centering, 
and attention to musical infusion,  and projected images were  found to support and assist 
in entering the full sweep of this joyous dance.  
 
Keywords: Morningstar, Venus,  Isadora Duncan, Body-Mind Centering, Laban 
Movement Analysis, Shadow and Light, Planetary, Axial, Radiating, Musical infusion. 
 
 
ISADORA'S MORNINGSTAR 
 
PART I - ORIENTATION. 
LECTURE AND PROJECTED IMAGES 
 
"In the beginning was song.  Dance was born of song as love is born of the heart".  A 
Bourdelle. 
  
As prelude to our learning of Isadora's rapturous dance, "Morningstar", participants were 
asked to reach skyward to enter the realm of the night sky. To deepen our embodiment, 
Morningstar/Venus was described in terms of her astronomical and mythical attributes: 
how she is seen by the eye and the imagination. Aspects of the dance were described, and 
supportive somatic references drawn from Bonnie Cohen's work in Body/Mind Centering 
offered further support. 
 
Morningstar is Venus, and she is both morning and evening star.  In her morning 
appearance, she is "the light bringer"; the "brilliant, bright shining one."  The first "star"  
to rise at dawn and dusk, she is also the brightest of all objects in the sky.  But in fact, 
Venus is a planet, and the closest to us.  Her orbit is the most circular in the solar system, 
and she is the only planet to turn clockwise. In our dance, we imagine this as we orbit. 
 
She has phases like the moon - brightest to us when nearest as a crescent and faintest 
when most distant as full - and a shadow side, ever-present.  We carry this in this dance, 
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feeling the shadow supporting light and light shadow, with infiltrates of one into the 
other.  I feel this ever-present exchange is one that contributes to our dance's radiance. 
 
Out of the darkness, she brings illumination and glorification.  We begin the dance thus, 
as Venus rising. The Goddess of love and beauty is also guiding star, with a mothering 
aspect that awakens us to and illuminates for us the beauty of the world each morning.  
As Aphrodite, "the moist one", she inspires a fluidity as we approach the day, and our 
dance. In Greek mythology, she is called Phosphorus or Eosphoros by the poets.  As 
evening star, she is Hesperus.  These two Gods of the star Venus were later combined 
into one. In vase paintings, the other planets were depicted as youths diving into the river 
Okeanos with the rising of the sun, but she remains.   
 
Components of the Dance: 
 
We think planetary in this dance, embodying Venus's orbital and axial nature.  We take 
joy in surrendering to celestial physics: dizzying orbits; magnetic pulls.  Aed we also feel 
the star sparkling.  Radiating away from our solar light. We move with a sense of steady, 
perpetual motion; of being drawn to and carried by forces outside of ourselves.  We allow 
ourselves to be taken, and we rejoice in sharing the ride!  We move like the bloodstream.  
The heart, we now know, can be unwound to reveal it not as a pump or a place apart from 
the rest of the circulatory system, but rather a lemniscate within it, part and parcel to the 
river of life.  There is a feeling of no beginning and no end in this dance.  When we 
circle, we are powered by a ring of solar plexus emanations.  We feel the fluid, spiraling 
reaching nature of the bones. 
She moves with a quality of suspension, above the horizon, sustained almost throughout 
the entire dance.  She is already suspended some - and floats higher above that as she 
moves.  The feet skim-float - we barely notice them.  We are lifted above the horizon - a 
dance of the heavens. 
 
We conjure Venus's attribute of moisture.  The Goddess of beauty rose from the waters, 
taking all the fluidity of the ocean within her; rendering her infinitely amenable to 
change. Spatially, she proceeds with a seamless changing of form.  She skim/floats from 
line to circle to line to circle and circle to spiral to circle to line to exit with seamless 
transitions that are accomplished via a spiral turning about her own axis.  In the dance 
there is just one arrested motif where she expands and sparkles.  Exiting, there is almost a 
feeling of retrograde as she disappears. 
I would like to share a few ideas drawn from Bonnie Bainbridge Cohen's work in 
Body/Mind Centering.  These findings, when embodied imaginally, contribute greatly to 
Morningstar's radiance. 
 
Bonnie describes the relationship of heart to lungs as like that of a ball in socket.  When 
we engage the solar plexus to advance as we do in this dance, we can find the shadow 
support of the lungs rotating around the heart, cradling it.  This helps us to sustain a true 
sense of suspension as we float open on the raft of the lungs.  I find this useful to 
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remember in times of stress, yearning, or confusion.  Resting the heart in the cradle of the 
lungs can slow a heartbeat gone wild. 
 
Another discovery from BMC is that the bones, by virtue of their continually forming 
marrow, actually have a fluid nature along with a growing, spiraling reach.  This is so in 
keeping with our Duncan dance's generative embrace and effect.  In this dance especially, 
we are ever-fluid in our reach. Bonnie's findings from embryology offer us a re-
imagining, re-membering, and reclaiming of our developmental history in ways that offer 
deep support in life as in our dance.  For example:  Long before our mothers did 
anything, we created our own nourishment (our yolk sac, or front body) and protection 
(our amniotic cavity or ectoderm, or back body).  We carry the imprint of our own 
resourcefulness and can tap into it when we move or dance.  These vestiges can offer 
great sustenance and support.  The yolk sac and ectoderm meet at the mesoderm, our 
lateral line.  We find tremendous planal support here that gives us feedback about our 
sense of place while also linking us to our community and to the world through its 
horizontal reach.  This offers a wonderful scaffolding as we approach this dance.  As we 
orbit together, we might access the nourishment collected inside the circle, and the 
protection ringing the outside.  I see the mesoderm as a place of transcendence that holds 
the middle ground, where shadow infiltrates light, and light shadow - alive with 
opportunity.  Located in line with our ears, the Mesoderm also weds us to the music.  We 
hear and are infused with the music between the notes. 
 
PART II - MOVEMENT.  Accompanied by musical selections. 
 
Floor warm up: 

● Growing one's own light. Emerging.  Radiating.	  
● On belly, breathing into shadow and light; radiating. center to peripheral 6 pts.	  
● Attuning to center and periphery as scaffolding.	  
● Orienting to one's axis; turning around it.	  

 
Standing - attuning to exchange of shadow and light: 

● Roll downs, front and back of spine supportive of one another as shadow and 
light.	  

● Pelvis reaches downward causing the rising out of that. The reach down 
encourages the sparkle up.	  

● The wave follows - head-tail , a continuous exchange between shadow and light 
and the infiltrates of one into the other.	  

● Add the width of the lungs , opening light from the solar plexus.  Circuiting in 
figure 8 around the lungs.	  

● Figure 8 of pelvis is echoed on bottom of feet. 	  
● Within the figure 8 we find our star sparkling and exuding its essence; our axis 

rotating/orbiting; and the shadow-light exchange constant.  Fingertips echo and 
carry this away to join us with the universe.	  

● Spiryllic nature of bones grows and bridges our way to directional intent.	  
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VENUS ALONE 
 
Your moment alone in the morning sky - for one hour, out of the darkness, shining, but 
the world still asleep.  Alone in all the world, shining, unto oneself. 
 
Running sideways, find pauses and accelerations in the music while circuiting the figure 
8 across the thorax and out the fingers.  The fluid, spiryllic reach of marrow; and back 
body as shadow, supportive and protective.  
 
Stately Advance from line to circle to line to spiral to circle to line.  Seamless changing 
of form. 
 
Slow rise motif.  First the feeling from the depths.  Interna.  A quiet, personal prayer.  
Called to the light; born and emerging from darkness.  The first flicker within.  She does 
not lose her central axis as she brightens.  Scaffolding of the 6-pointed star. 
 
 
When circuiting (with others) head is as a planetary body hovering above the horizon of 
the solar plexus emanations.  Emanations of the heart, passing through the orbit of the 
group circle.  Finding the planetary pulls and pauses. 
 
Attuning to the music infiltrating our being and emanating from within.  The music is 
part of us; our bodies sing.  Vibrations enter the ear and resound the heartstrings. 
Practice sequence of rapid angel lifts. 
  
Two move side by side, one overtaking and cantilevering the other; the leader becomes 
less and less apparent, an illustration of the subtle, continuous exchange between shadow 
and light. 
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Photo: Boticelli Nativity 
 
 
Bio: Laura Pravitz, IDMA; CLMA; MSW is a graduate in advanced standing from the 
Isadora Duncan International Institute (IDII).  She performs with IDII and teaches 
Duncan dance and movement exploration classes in schools, senior homes, museums, and 
studios in the Pioneer Valley of Massachusetts and Boston.  She has been teaching 
Duncan choreographies from a depth perspective, drawing on her background in LMA 
and Imaginal Psychotherapy.  She has produced and directed concerts of Isadora Duncan 
dance, and is a member of The Dance Generators, an intergenerational dance company 
based in Northampton, MA.  She is a Certified Laban Movement Analyst and Clinical 
Social Worker, specializing in working with elders. 
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Drenched in Beauty, The Numinous World Behind Duncan 
Dance 
Linda Rapuano, Noyes School of Rhythm Foundation 
 
Workshop/Lecture 
Thursday, June 11, 2015 
 
Abstract: Sourced from within, the dance of Isadora Duncan is genius.   Her world is 
compelling, numinous, because it is drawn from Truth and reflects what is Real; it is 
drenched in Beauty.  Everything about Isadora’s artistry bears witness to her long 
apprenticeship to Beauty and its regenerative and creative potency. 
 
During this time together we will freshly consider some the core Ideas that lie behind 
Isadora’s work: the Female Form, Water and other elements, Silence, and other Ideas that 
Isadora invoked.  Following this, we will engage processes to reach into our own 
evolutionary history and discover anew the source of Isadora’s inspiration and our own 
creative fire.  
 
Keywords: Beauty, numinous, energy, attunement, fluidity, archetype, female form, 
feminine, Tiferet, Shadow, individuation 
 
 
DRENCHED IN BEAUTY, THE NUMINOUS WORLD BEHIND DUNCAN DANCE 
 
Why we have come? My purpose and exploration. A gathering. 
 
We are pulled into the magnetism, still vital and alive from the life, art and thought of 
Isadora. Like a saint who has begotten a religious lineage, many continue to look to 
Isadora as a guide for their artistic development as well as a formative and exemplary 
model of feminine as well as feminist consciousness.  
 
Take a minute to consider specifically why you have come both to the conference and to 
this workshop. [write] 

 
Tell me what you yearn for and I shall tell you who you are.  We are what we 
reach for, the idealized image that drives our wandering. 
-James Hillman 
 

INTRODUCTIONS: Brief sharing 
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Beauty: What is it? The Sacred and The Profane. A calling, an opening…Mircea Eliade, 
Symbolism, the Sacred and the Arts, features of the “cosmic religion” p. 84-85 
 
How they “see” Beauty: Philosophers, Art Historians, Theologians, and Others: 
 
Plato: considered beauty to be the Idea (Form) above all other Ideas (24). Aristotle saw a 
relationship between the beautiful (to kalon) and virtue, arguing that "Virtue aims at the 
beautiful.  
 
Nietzsche: argued that the Will to Power was the Will to Beauty. Nietzsche’s view 
becomes of one of postmodernism's main influences (28).  
 
Burke: In short, the Beautiful, according to Burke, is what is well-formed and 
aesthetically pleasing, whereas the Sublime is what has the power to compel and destroy 
us. The preference for the Sublime over the Beautiful was to mark the transition from 
the Neoclassical to the Romantic era. What is most peculiar and original to Burke's view 
of beauty is that it cannot be understood by the traditional bases of beauty: proportion, 
fitness, or perfection. The sublime also has a causal structure that is unlike that of beauty. 
Its formal cause is thus the passion of fear (especially the fear of death); the material 
cause is equally aspects of certain objects such as vastness, infinity, magnificence. 
 
Ruskin: A pure aestheticism, or a theory of beauty divorced from morality, would not do 
for Ruskin since he was trying to demonstrate that the perception of beauty (especially 
the beauties of Turner) has an important relationship to man's moral and religious nature. 
It is thus fitting that in setting forth his aesthetic doctrine, Ruskin frequently sounds as 
though he were preaching from the pulpit or seeking converts among the heathen. His 
earnest, urgent, sermonizing tone is appropriate to his theories of beauty which had 
grown from the body of his religious beliefs. 
 
Thomas Aquinas: describes beauty as having three hallmarks: integrity, proportion, and 
clarity, or luminosity. A piece of art possesses integrity when it is whole (a painting is not 
ripped in half); proportion occurs when a thing’s various parts are all in proper relation 
with one another (the painting has not been drawn with twig-like limbs); clarity is that 
“shine” that allows for the self-revelation of the beautiful (a painting could possess 
integrity and proportion but lack adequate light). 
 
Fr. Jacques Philippe: reminds us that the Greek patristic tradition connected the 
beautiful, kalos, with the verb kalein, which means to call or summon. For Church 
Fathers like Dionysius the Areopagite, beauty thus beckons us to truth, to goodness, and 
to unity.3  
 
Beauty in the Kabbalah: Beauty or Tiferet is one of the ten emanations or lights through 
which God interacts with and relates to the world. 
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“Tiferet (or Beauty) is always attained by integrating elements and playing them 
off each other.” -Rabbi Shimon Leiberman 
 

The Kabbalah articulates the role of beauty in human development and clearly highlights 
its exalted place among the other qualities and emanations of God. The Goal of Beauty or 
Tiferet is the “development of the human being to his greatest potential.” It is not a 
compromise between elements engaged or opposed to each other. Rather, it is an 
overriding vision, one that integrates.  
 
Isadora “apprenticed” herself to Beauty. It was a lifelong endeavor, one rooted to her 
development and in relation to every aspect of her physical, mental, emotional, and social 
life. In that totality, we may say there is a spiritual quality shining through Isadora since 
Beauty is also an aspect of God. 
 
The Elements of Beauty in Isadora’s Art and Life: 
Nature, Music, Poetry, Literature, Art, Dance, The Social Milieu of Fin de Siecle 
 

We, as Isadora, live at the beginning of a new century. There is a special dynamic 
of change and transition that occurs with the past trailing behind yet being pulled 
and transformed through the pure potential of the new age. Isadora took the 
elements of her time and shaped a new understanding and vocabulary of dance. 
Into her experience, she poured the very highest in art that was available in her 
day and shaped that through daily intense contact, study and contemplation. 
Today we would call that internalizing those elements. That she did with 
Nietsczhe, Shakespeare, Esenin, Chopin, Brahms, Schumann and many other 
artists of her time. She harkened back to another “renaissance” and used Nature as 
understood by and through classical Greek ideas as a source of inspiration.  
 
From Beauty and The Soul by Pierro Ferrucci: 
Because with its vital energy beauty subverts the established order. It unhinges 
our structures and our blocks, immerses us in the flow of life, it challenges and 
involves us. And this is why it can even frighten us.  

 
● A Quality	  
● A Property	  
● An Emanation	  
● A Reflection	  
● An Experience of Wholeness	  
● A Synthesis 	  
● REVELATION	  

 
Kant: argues that art can be tasteful (that is, agree with aesthetic judgment) and yet be 
'soulless' - lacking that certain something that would make it more than just an artificial 
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version of a beautiful natural object. What provides soul in fine art is an aesthetic idea. 
An aesthetic idea is a counterpart to a rational idea: It is the talent of genius to generate 
aesthetic ideas, but that is not all. First, the mode of expression must also be tasteful - for 
the understanding's 'lawfulness' is the condition of the expression being in any sense 
universal and capable of being shared. The genius must also find a mode of expression 
which allows a viewer not just to 'understand' the work conceptually, but to reach 
something like the same excited yet harmonious state of mind that the genius had in 
creating. [i.e. attunement] 
 
Activity: Beauty.  

● What is it for you?	  
● Where would you rank the importance of Beauty in your life.	  
● Map the Elements of Beauty in your life. 

	  
Categories of Experience: 

● Archaic	  
● Magical	  
● Mythic	  
● Rational 	  
● Social 	  

 
The Quintessentially Feminine Isadora 
 
Strength, Fluidity, Personal Flowering and Magnetic Personality 
 
Feminine Archetypes: 
Virgin, Mother, Woman, Temptress, Maiden, Goddess, Coquette, Beauty 
 
It helps to regard soul as an active intelligence, forming and plotting each person’s fate. 
Translators use “plot” to render the ancient Greek word mythos in English. The plots that 
entangle our souls and draw forth our characters are the great myths. That is why we need 
a sense of myth and knowledge of different myths to gain insight into our epic struggles, 
our misalliances, and our tragedies. Myths show the imaginative structures inside our 
messes, and our human characters can locate themselves against the background of the 
characters of myth. –James Hillman 
 
The Earth Element and The Female Form 
Line and Weight: yin and yang 
Meaning of the curve: embracing, softening, flowing, emerging, yielding 
 
ARCHETYPES OF THE FEMININE or FEMALE FORM: 

● Mythic: maiden, goddess	  
● Cultural: lover, wife, mother, 	  
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Activity: EarthFeeling In: Yielding, Strength 
“Simple Depths” music and image: Courtesy of Colors in Motion 
 

The Water Element and Feminine Energy 
 Image: Botticelli's Venus 
 
Energy and Attunement or “at-one-with” 

Images: two photos of Isadora, one walking in raincoat in France, the other in 
 tunic dancing by the sea) 

 
As we can see from the above photos, it was not an “idea” about how the waves moved 
but a deep sympathetic attunement to the movement and energy of the waves. Even when 
just strolling down the street, Isadora projects the lightness and joy of the water element 
washing to the shore. The fluidity of the water element is fundamental to Duncan 
technique and movement with its lyrical lines, lightness and continuous flowing 
character. 
 
Water present on the first day of creation: 
Order of Creation in Christian and Jewish Biblical Records (book of Genesis 1-2) 
 

Day 1: Watery, formless planet Earth suspended in the darkness and the void of 
space (no sun or any other stars, no moon, no planets yet existed—except for 
Earth). Light. Separation of light from the darkness—and the first indication that 
the planet is rotating (day and night cycle produced). 
 
Day 2: 
Formation of Earth’s atmosphere, separating the water into two parts: (a) oceanic 
and subterranean water (b) atmospheric water. 
 
Day 3: Dry land and oceans. System to water the entire land surface using 
subterranean waters (involving springs or mist, or both). Vegetation, seed-
bearing plants, trees that bear fruit. Garden of Eden (probably). 
 
Day 4: Sun Moon—complete with established orbit so as to mark passage of time 
(months, seasons, and years). Stars and other planets. Garden of Eden (probably).  
 
Day 5: Water creatures of all kinds. (All that had “the breath of life” were 
vegetarian). Birds (all vegetarian). 
 
Day 6: Land animals (all vegetarian): (a) creatures that move close to the ground 
(small animals), (b) large animals, and (c) animals of use to man as livestock. 
First man, Adam. First woman, Eve (formed from Adam). 
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Day 7: 
God Rested. Pause of the Divine Flow. 
 

Activity: Feeling in...The Water Element: Fluidity and Lightness. The Numinous World. 
 
Rudolf Otto:  Das Heilige - Über das Irrationale. The Idea of the Holy (published in 
1917).  Otto explained the numinous as “the concept of the holy”, a "non-rational, non-
sensory experience or feeling whose primary and immediate object is outside the self". 
He coined this new term based on the Latin numen (divine power). The numinous is a 
mystery (Latin: mysterium) that is both terrifying (tremendum) and fascinating 
(fascinans) at the same time. This mental state "presents itself as ganz Andere, wholly 
other, a condition absolutely sui generis and incomparable whereby the human being 
finds himself utterly abashed. Otto’s concept of the numinous is not related within his 
work to  Immanuel Kant's noumenon, a Greek term referring to an unknowable reality 
underlying all things. What we do find in Isadora is a technique to “know” the 
phenomena that objectify reality and she illuminates her knowledge through her dance, 
art and life. She inadvertently constructs a natural mysticism that has no need of a single 
awe-inspiring experience. She is always in awe, always open and pursuing the inner 
nature of things. 
 
 
Openings to the Numinous: Lights and Shadows 
 
Jung felt that the numinous controlled our fate and could work a major transformation in 
us, e.g. in conversion experiences, in situations that produce emotional shocks, or, more 
pleasantly, in moments of illumination (46). Common to all these experiences is 
“affectivity:” powerful feelings are always involved in any encounter with the numinous. 
Jung in his writings repeatedly lamented the loss of numinosity in the modern world (53). 
Facing the decay and dissolution of society, Western culture has lost its raison d’être, 
which depends on numinosity. 
Jung recognized that most people in the Western world today are closed to the irrational, 
reluctant to engage mystery or to allow themselves to be overpowered by numinous 
feelings (55). “Caught in the toils of egohood,”(56) most people are mistrustful of 
anything they can’t see, touch, count or quantify. They are disoriented and dissociated 
because they have lost their moral and spiritual traditions (57). 
Most people in our world live now without true spiritual leadership because religious 
leaders are more interested in protecting their institutions than in understanding the shift 
that has occurred in the psyche of Western people (58). Unable to understand the 
character of mystical experiences, people these days deny mysticism’s numinous nature 
(59). Those still “contained” in religion are leery of the numinous because numinous 
experiences often give rise to doubt (60). Too busy, too hurried, too harried to take the 
time to understand the meaning of numina, people refuse to take the time to come to 
terms with them. (61) 
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Those on the path of individuation take the time. They have to: numinous dreams, 
synchronicities, and life experiences confront them frequently, calling up that “holy 
dread,”(62) reminding the ego of its modest place compared to the Self. l 
 
 
Activity: The Dark Side of Divinity (movement) 
Integrating the Shadow: Individuation and Wholeness 

● Physical and physical qualities	  
● Energetic and emotional qualities	  
● Mental and spiritual qualities 

	  
Luminosity: The Self as Repository of Beauty 
 

"The dancer's body is simply the luminous manifestation of the soul.“  
-Isadora Duncan 

 
I spent long days and nights in the studio seeking that dance which might be the 
divine expression of the human spirit through the medium of the body's 
movement. For hours I would stand quite still, my two hands folded between my 
breasts, covering the solar plexus. … I was seeking and finally discovered the 
central spring of all movement, the crater of motor power, the unity from which 
all diversions of movements are born, the mirror of vision for the creation of the 
dance--it was from this discovery that was born the theory on which I founded my 
school. … I … sought the source of the spiritual expression to flow into the 
channels of the body filling it with vibrating light--the centrifugal force reflecting 
the spirit's vision. After many months, when I had learned to concentrate all my 
force to this one Centre I found that thereafter when I listened to music the rays 
and vibrations of the music streamed to this one fount of light within me--there 
they reflected themselves in Spiritual Vision not the brain's mirror, but the soul's, 
and from this vision I could express them in Dance--I have often tried to explain 
to artists this first basic theory of my Art (75-76). 
 
  "Faith as ultimate concern is an act of the total personality. It is the most 
centered act of the human mind...it participates in the dynamics of personal 
life."— Tillich, Dynamics of Faith, (5) 
 'Ecstasy' means 'standing outside of oneself' - without ceasing to be oneself - with 
all the elements which are united in the personal center."— Tillich, Dynamics of 
Faith, (8-9) 

 
It should also be noted that Tillich does not exclude atheists in his exposition of faith. 
Everyone has an ultimate concern, and this concern can be in an act of faith, "even if the 
act of faith includes the denial of God. Where there is ultimate concern, God can be 
denied only in the name of God" (34). 
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Activity: Movement Meditation (Image courtesy Colors in Motion, Meg Brooker) 
 
From which of all possible worlds do we dance? 

 
"Isadora Duncan! ...It's positively splendid! I feel that she dances a symbol of 
human, animal happiness as it should be, free from the unnatural trammels. Her 
great big thighs, her small head, her full solid loins, belly—clean, all clean—she 
dances away civilization's tainted brain vapors, wholly human and holy—part of 
God." — John Sloan 
 

Final Reflection: (Image of Isadora dancing from Duncan archives) 
 

That Beauty is not, as fond men misdeem, An outward show of things, that only 
seem; But that fair lamp, from whose celestial ray. That light proceeds which 
kindleth lover's fire,Shall never be extinguished nor decay; But, when the vital 
spirits do expire, Unto her native planet shall retire, For it is heavenly born and 
cannot die, Being a parcel of the purest sky. — Edmund Spenser 
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Bio: Linda Rapuano holds a Master’s degree in Liberal Studies in Philosophy and Arts 
from The New School in New York City. She is an integrative health and healing arts 
consultant and teacher of Noyes Rhythm.  Linda has taken Duncan classes with Lori 
Belilove and Jennifer Sprowl and has been instrumental in fostering dialogue between the 
Isadora Duncan Dance Foundation and the Noyes School of Rhythm.  For the past 5 
years, she has been studying  with Dr. Catherine Shainberg at the School of Images to 
deepen her understanding of the laws of the imaginal world and the use of imagery in 
healing. 
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Discovering Duncan and the Creative Process 
Rina Rinkewich, M.F.A., Return of the Sun, Inc. 
 
Workshop 
Friday, June 12, 2015 
 
Abstract: In this practical workshop we discovered, through guided improvisation and 
traditional Duncan class exercises and movement motifs,the liberating dance of Isadora 
Duncan. We experienced how it enables our self-expression, opens our imagination, and 
connects us to our innate creativity.  Our movement, to live piano accompaniment, was 
fed by nature imagery embodying the Elements and the Spring Season. After dancing, we 
engaged individually with our creative process by writing, drawing , painting , or dance 
making.  When done, we showed our  beautiful creations to one another, speaking of 
what aspect of the class, the Spring, or other source had inspired them. 
 
 
DISCOVERING DUNCAN AND THE CREATIVE PROCESS 
 
The following is the outline of the guided improvisational dance section with traditional 
Duncan dance class exercises and motifs that I led participants through. This took approx. 
45 minutes out of the 1 1/2 class: 

1) Ice Breaker: Individual's Name spoken and danced 
 
2) Opening circle of Duncan Slow movements: I lead, then Group "Follows the 
Leader" 
 
3) We are at the Ocean's Shore: Wave movements 
 
4) Walking to a Field, Planting a Seed, Lying down: From down in the earth a tree 
grows 
 
5) A Bird alights on a branch then flies through the sky 
 
6) Joins a flock of birds: Traditional Duncan class Flock Running from corner to 
corner through the space 
 
7) Birds arrive at a field of grass and flowers 
 
8) Beautiful maidens skip through the field: Traditional Duncan Class Running 
/Skipping/ Turning Sequence to Bach Gavotte 
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9) Maidens find a partner and skip and dance together: a spontaneous duet 
10) Friends must part, they are tired so they do traditional Duncan going down to 
the earth and gesturing(from sitting) to their departed friend they  before they 
sleep 
 
11) A storm is coming : They awaken from their repose.  We are the lightening in 
the sky, We are the storm: Leaping and free wild movement 
 
12) The storm passes: I model traditional  Duncan dance figure 8's with arms and 
hands to push the clouds away. 
 
13) We are  rainbows that traverse the entire sky 
 
14) Traditional Duncan class Picking a flower, holding it up to the sun 
 
15) We gather our imaginary flowers and slowly bring them to show and share 
with one another, thus forming a circle 
 
16) We dance a simple folk dance together to close the first half of the workshop. 
 

The second half is devoted to engaging with our creative process: 
Each person finds whatever writing, drawing, or painting materials they are interested in 
working with.I tell them they are welcome to make movement studies if they wish, 
besides the options of writing prose or poetry, drawing or painting. They can work by 
themselves or with others. Everyone chooses to work individually.  They go off by 
themselves ( wherever they wish to work in the space) to create whatever they are 
inspired to create after going through the above dance journey / experience.  They have 
they overarching theme of the Spring Season (that we were currently in) as a prompt to 
look to for inspiration.  
 
After approx. a half -hour, we reconvene sitting in a circle and share our creations with 
one another.  We read and/or show our work, speaking about it and what inspired it. We 
close workshop as we began: standing in a circle dancing a sequence of Duncan Slow 
movements to piano accompaniment. 
 
 
Bio: Rina Rinkewich, M.F.A. taught Creative Movement to children for many years and 
then directed her dance company "Return of the Sun" for over a decade.  Rina now 
teaches Creative Dance Workshops for adults, sharing her passions for dancing and 
creative self expression to inspire others to dance and create.  Her Workshops have been 
presented in New York City, East Jerusalem, and this fall at Freitanzer and at the 
Elizabeth Duncan Tanzshul in Munich, Germany, her second visit there. Rina also 
teaches Israeli folk dance in Brooklyn, NY and since 2014 serves on the Board of the 
Noyes School of Rhythm. www.returnofthesun.org	  
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Duncan Futures  
Standards and Guidelines Committee 
 
Roundtable Discussion led by Julia Pond and Christy Cornell-Pape  
 
We brought the group together in a session that grew out of the 2013 Symposium’s 
‘Issues of the Field’ conversation and the work of a committee over the last two years: 
the committee’s conclusion was that more consensus and information was needed from 
the larger group regarding what issues we do or do not want to work on together. This 
2015 session was used to first IDENTIFY two leading questions in the community. Each 
person was asked to take a moment and identify the question that felt most present for 
them, and write it on a post-it. These were read out loud, and the group chose two main 
questions to focus on (below) via a simple system called the ‘ten-stone’ process, allowing 
participants to give the most weight to one question and flag interest in a few others. We 
then spent time in small groups discussing the two questions. Each group reported back. 
Here are the notes, and some questions to help us move farther forward.  
 
Questions: (generated by members of the group and then voted on) 

1. Can we come together to raise the professionalism artistry and reputation of 
the Duncan dance in the world?  

 
2.  How to impart the relevance of  Duncan dance to the current contemporary 

dance values/how to modernize the work?  
 
Notes from small group discussions:  
We are breaking a generational pattern,  
The need to come together, not compete, improve our professional quality 
legacy v process  
how to communicate about therapy, performance, etc 
how to improve performance - using acting or other genres, getting in through back doors  
Elevator speech - what is ours?  
Need for better shared resources  
What are we doing as a community that makes us seem historic?  
Trust is an issue 
This new generation is looking for things like Duncan - we need to reach them  
Where is the transition from children’s to adult work?  
Relevance of work — address the philosophy not just rep  
challenge higher ed curricula (Duncan is missing from them), encourage more residencies  
current dancers need new challenges - make new work in Duncan style   
Selling the idea of dance, returning dance to American culture  
Duncan diversity is an asset  
 
Building on this conversation, the intention was formed to survey the wider community.  
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Proposed survey questions are:  
 
Would you like to respond to either of the questions discussed in this session? Here is a 
space to do it.  
 
What structures would you like to see put in place to support the advancement of the 
work in the world? (A ‘best practices’ guide to how to represent the Duncan work online 
and in print? A shared online hub where we can chat, post videos, ask questions? 
Fundraising resources? Other ideas, as creative and wild as you like?) This is our wish 
list.  
 
What resources do we have as a community? Please write any that you are willing or 
able to share.  
Skills? Items? Other? (i.e. skilled at quickbooks, knowledge of Duncan philosophy, 
access to studio space, etc) This will help us start to fulfill our wish list.  
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Natural Experience  
Fatima Suarez, Escola Contemporânea de Danca / Brazil 
 
Presentation with video 
Friday, June 12, 2015 
 
Abstract: This session, presented by Fatima Suarez, shows the project Natural 
Experience, developed by Contemporary Dance School since 2000. Contemporary Dance 
School has as one of its principles teaching dance based on technical and pedagogical 
philosophy proposed by Isadora Duncan. These principles permeate the whole curriculum 
from school and Natural Experience Project privately, provides students the experience of 
nature through dance. In this activity, students are invited to live challenges with the body 
as climb in trees, facing the sea, make acrobatic jumps in the pool and try the sensations 
of the elements of nature and observe the movements of this. It is also an activity where 
the principles of the art of Isadora Duncan are enhanced through specific exercises that 
collaborate to an understanding of the body in total.   
 
Keywords: Dance, Nature, Education 
 
 
NATURAL EXPERIENCE  
 
Program principles and axes of the Contemporary School of dance.  
 
About Contemporary Dance School. 
The contemporary Dance school, founded in 1990 by Fatima Suarez in the city of 
Salvador in Bahia, was created with the proposal to offer a modern dance technical 
teaching and classical dance, allied to choreographic creating.  Using artistic knowledge 
as reflection, and to develop the potential of their pupils, the school seeks to encourage 
them to build a physical and moral autonomy, promoting cooperation and respect for 
diversity.  Our teachers are in constant improvements and meetings where the practice of 
search is valued in order that they may reflect and discuss their lessons extending your 
knowledge and its autonomy.  
 
Technical education of ISADORA DUNCAN is E.C.D.'s key differentiator. In 1992 the 
school initiated an exchange with Isadora Duncan Foundation of New York, directed by 
American Lori Belilove. Since then, their teachers and students have had the opportunity 
to learn with teachers from a direct line of disciples of Isadora making possible the 
teaching of knowledge to new generations of dancers in Brazil.  
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Inspired by Isadora principles we seek to respect the student's entry, exploring her own 
body in space. We developed a methodology that allows the contents of dance, organized 
in the form of projects, are machined to also consider the interests of students as well as 
the uniqueness of each group The school seeks to students extends the expressive 
possibilities of movement itself, explore different qualities and dynamic using gestures 
and bodily rhythms that will promote the gradual construction of consciousness about the 
limits and potential of your body, as well as a ownership. At the same time, we offer 
challenges, the perception of the body as an integrated whole and its expression through 
movement. Dance as language code and channel of expression. 
 
About project "Dance without Borders" 

“Our only satisfaction in life is to find ventilation and intention for our aspirations 
and incarnate them in expression”     

-Isadora Duncan 
 

Designed initially as a project to access the history of dance, lazily the project objective 
was changing and enabling building with students an understanding of your body and 
dance, encouraging them to search, study, experience and reflect on the evolution of the 
human body in its relations with the dance as a way of expression. 
 
Their activities include a visit to museums, or any city environment, a visit of a guest to 
talk about a specific art theme, dance video sessions and art, in addition to workshops of 
choreographic creation and to watch theater dance performances. 
This project opened paths to an education in contemporary dance as we learn from the 
words of Rosa Primo in text Links of contemporary dance in the societies of control: 
Definitely, the teaching of dance today can no longer rely on the training of a dancer 
model, but in the generation of conditions which give opportunity to developing personal 
aesthetic projects. (pages. 119.120)  
 
So the conditions that were generated by the school, promote several activity programs 
that are included in different dance study cycles. Programs are the "Invention and Try", 
"Show annual closure” and the "Natural Experience". All of them enable the creation of 
new methodological strategies that make possible the understanding of dance as a whole.  
 
Project Natural Experience: objectives, content and methodology. 
Contemporary dance school has as one of its principles teaching dance based on technical 
and pedagogical philosophy proposed by Isadora Duncan. These principles permeate the 
whole lesson from school and Natural Experience privately, provides students the 
experience of nature through dance. In this activity, students are invited to live challenges 
with the body as climb in trees, facing the sea, make acrobatic jumps in the pool and try 
the sensations of the elements of nature and observe the movements of this. Also is a 
moment of pause, of interval in our contemporary world characterized by activity, 
accumulation, production, communication, games or anything else, so unremitting. 
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Regarding the text ,Notes On Experience And The Knowledge Of Experience from Jorge 
Larossa Bondía. 
 
We are not only ultra-informed subjects, teeming with opinion and super-stimulated, but 
we are also subjects full of will and hyper-active. And therefore, because we always want 
what is not, because we are always active, always mobilized, we cannot stop. And, not 
being able to stop, nothing happens to us.  
All this work is related to the perception of the five senses and their interaction with the 
elements water, earth, fire and air, and how intuition opens new perspectives for the 
creation through the body. It is also an activity where the principles of the art of Isadora 
Duncan are enhanced through specific exercises that collaborate to an understanding of 
the body in total.  
 
There are many ways to look at the same project. Natural experience gave to our school 
teachers and students the opportunity to realize that this is really possible. We can decide 
program the experience day focused in different aspects like Duncan technique, or feeling 
the nature elements or in the perception of the senses, or in all of this together. 
 
I like to show here how works a methodology, where the natural experience is focus in a 
creation of an specific performance of the school called ARTE QUE TE TURA 
(2014).Before see the photos  let’s reflect about the words of Isabel Marques in her text 
methodology for dance luxury or need? 
 
The contemporary educational challenge as regards working with improvisation is 
precisely a teaching methodology that enables the individual, through individual creation 
process, insert art and himself in the world.  
Finally I conclude that the Natural Experience in the broader sense is contributing with its 
opened methodology for a process of transformation of the student body, seeking to 
develop their skills to connect, process and make sense of the knowledge acquired and 
relates to the time, space and the cultural environment of the student. After experiencing 
students actually extend their understanding of dance and develop new experiences with 
the body. 
 
On the other hand the permeability of the project and its various forms, allow teachers to 
develop methodological diverse building proposals throughout the year a dialogue about 
art and dance with the student. Updating of knowledge of the teacher through contact 
with the various artistic expressions is also guaranteed; causing its constant search feed 
positively its pedagogical practice. 
 
 
References: 
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Bio:  Fatima Suarez, Director of Mantra Dance Center is graduating in dance at the 
Federal University of Bahia. She concluded her studies in classical dance at Castro Alves 
Theatre Ballet School in 1987. She studied in São Paulo with Ismael Guiser, in Rio de 
Janeiro with Eugenia Feodorova and Tatiana Leskova in London with Maryon Lane and 
Alan Herdmann in Bahia with Carlos Moraes and Antônio Carlos Cardoso. Specializes in 
modern dance and choreography at the London Contemporary Dance School. As student 
she had classes at the Laban Centre of Movement, in England and at the Martha Graham 
Dance School and Merce Cunninghamm Dance Foundation in New York. Even in New 
York in 1992 she met her master in Isadora Duncan technique, Lori Belilove ,establishing 
a permanent exchange between the Isadora Duncan Foundation and Contemporary Dance 
School institution that she is the director since 1990. Fatima is formed by Isadora Duncan 
Foundation and Lori´s Belilove pupil for 23 years.  They two participated in many events 
and shows in Brazil conducted several workshops  as part of the programming of  The 
Dance School of Cultural Foundation of the State of Bahia (where they deployed Isadora 
Duncan philosophy for 15 years). As a Professional she  served as dancer in Mantra Cia. 
De Dança since its creation in 1987.  The company worked with important national 
choreographers as Marcelo Moacyr, Tíndaro Silvano, Ana Maria Mondini, Lia Robato,  
and international as Gerard Laffuste and Edith Meric, Frank Handeller and Diane Eslhout 
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among others,dancing  in the main capitals of Brazil, France at the invitation of the 
Université Lyon Lumiére and TBB Danse Festival of Toulouse , New York Theater 
Workshop in New York City with Isadora Duncan Company and the Summerwarfth 
Festival in Frankfurt in Germany.  She also is a Creator of "DANCE JOURNEY of 
BAHIA" and "TRAINING COURSE for EDUCATORS , dance projects to discuss dance 
and education aimed at the expansion of creation and choreographic experimentation and 
training educators to the capital and interior of Brazil through exchanges with agents of 
all Brazil and from abroad. She is the articulator of Bahia Dance Forum and a member of 
the Association of schools of Dance from Bahia (EDANÇA/BA). 
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Discovering Duncan Technique 
Loretta Thomas, Moving Visions, Inc. 
 
Workshop 
Friday, June 12, 2015 
 
Abstract: This master class, Discovering Duncan Technique, was a presentation of the 
Duncan technique with focus was on exhibiting the relevance of this technique to the 
contemporary dancer.  Through taking the basic Duncan technique and infusing it with 
current dance and movement innovations in alignment and movement, this teacher has 
created a unique approach to teaching the Duncan dance form.   The hope is to teach and 
execute dance in a way that is not detrimental to the body and therefore leads to the 
longevity of the dancer without losing the excitement and thrill of this technique.  
Altogether, this teacher wanted to present a master class that could introduce the Duncan 
technique to anyone, was technically challenging and relevant to professional dancers, 
present the vocabulary of the classic Duncan style and give the students a chance to 
experience the joys of this wonderful technique.  It seems important to remember that 
after all is said and done, this gathering of dance minds, is about dancing and movement 
expression through the ideas of Isadora Duncan and her wonderful style of dance. The 
main goal of this class was to promote the simple joys of dancing which is so especially 
luscious in the Work of Isadora Duncan and is the basis for all that we are trying to 
preserve for dancers of the future.  
 
Keywords: Duncan Technique, Healthy approach to dance technique, Relevance of 
Duncan to the contemporary dancer 
 
Members of Dances by Isadora assisted in the demonstration during class 
These included company director Catherine Gallant and dancers Eleanor Bunker, 
Michelle Cohen-Cote, and Francesca Todesco. 
 
 
DISCOVERING DUNCAN TECHNIQUE 
 
The approach I try to take is to teach Duncan technique as a way to prepare the body well 
for any type of movement through focus on proper alignment, body stability and getting 
the body fully warmed from head to toe. The only way for Duncan is to remain relevant 
is for our teachers to continue to develop the technique to reflect the progress in 
knowledge of the movement of the body.  It seems important to understand that to teach 
this form exactly as did a teacher 30-40 years ago does not allow for the growth of ideas 
concerning technique and the health of the dancer. There are stylistic uses of the body in 
Duncan which when repeated many times, can cause damage to the knees and feet if not 
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executed properly or if the body is not well prepared.  In this approach to presenting the 
Duncan technique it is taken into consideration that many of these young, contemporary 
dancers who come to class often have extensive knowledge of the way in which the body 
moves and how the muscles function during movement or have studied with teachers 
who have this awareness.  If we are to take this dance form into the 21st century it seems 
important to try to teach it with the inclusion of over a century of dance knowledge since 
the Duncan technique was first taught.  
 
Class began with a standing warm up using breathing exercises and upper body warm up 
that would start to prepare the students for the use of the upper body typical in Duncan 
technique and repertory. These included exercises such as using the breath to open the 
solar plexus as well as slow, simple stretching movement.  We then moved to the 
preparation of the entire torso with exercises that warm up the back and get the body 
placed solidly on the hips.  Finally, we did the first simple stretching warm-up for the feet 
and legs helping students find their connection to the earth.  
 
Next we proceeded to the barre, beginning as always with the Duncan plier. This plier 
includes the movement of the torso and arms; using the breath and focus while doing the 
plier exercise.  The Duncan plier is the basis for how the dancer retains the stability of the 
hips while moving the upper body with the arms and breath. This was followed by a 
tendu exercise originally created by Catherine Gallant, which gives the opportunity to 
warm the feet in preparation for the challenging work of Duncan dancing.  This tendu 
exercise helps coordinate the use of the torso through the help of the arms pushing 
against the space in opposition and in support.  
 
We next did the hip warming exercise which involves the circular use of the hip joint in 
combination with practicing the use of the leg in relation to gravity; working with gravity 
as opposed to against it. This use of gravity to propel the dancer up and out is essential 
for the correct execution of Duncan skipping and other signature movements from the 
vocabulary.  
 
Moving on to another stretch we did what this teacher fondly calls ‘kitty cat stretch” due 
to the use of the spine in the way of a cat.  This helps the dancer to feel and extend the 
entire length spine starting at the coccyx and stretching up toward the top of the head, 
using the “tail” to initiate the curving of the spine.  Next we prepared our feet for the 
jumping and quick movements common in the Duncan Repertory with slow and quick 
releve followed by jumps in first and second positions.  
 
The Skipping at the Barre exercise prepares the legs and torso for the Duncan skipping 
movements.  It also helps the dancer learn to keep the hips stable while moving the upper 
body and legs with separate freedom.  The wonderful Duncan battement with its complex 
use of the locomotion of the body in space came next.  Again, as in the tendu exercise, 
we used the arms to enhance the movement of the torso.  We finished barre with the 
Circle Stretch getting deep into the hamstrings, experiencing the movement of the hips as 
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they change the position of the support; all against the movement of the arms to complete 
the lengthening of the body. This stretch is also includes a great opportunity for teaching 
the calling gesture often in the Duncan dances and in class.  
 
After barre we proceeded to movement across the floor which included many of the basic 
and distinctive movements of the Duncan vocabulary.  We started with “ flying” which 
has many other names depending on the teacher.  This involves combining the shape of 
the Nike with dance running; weight from toe to heel, no sound, large steps, with passion 
and force.  We did two directions in flying using the Nike shape, with the hips leading 
and carrying the dancer up to relever at the end. The middle direction we used the 
scooping gesture; scooping something from the earth, carrying it forward, up and out.  
 
Next we did the Waltz dance class exercise. This involves many of the gestures and 
qualities found in the Duncan partner dancing; calling a partner, keeping eye contact, 
coming together with the partner and saying goodbye.  All of this is done while also 
executing the distinctive Duncan waltzing with is over curve and floating quality; just 
barely putting the heel down as if it is bouncing off the floor, but still allowing the heel 
and Achilles tendon to relax somewhat before continuing on which helps avoid stress in 
the feet and calves.  
 
This was following by a skipping exercise.  In a circle we did 8 simple skips, 4 skips 
turning from front to back in repetition, then 4 skips ending in a releve, then turning and 
doing all to the other side.  As always in the skipping, the force of the skip comes from 
swinging the leg from under the thigh, which propels the body forward with ease.  It is as 
if an invisible person, “Ruby”, is taking the dancer’s hips and assisting in carrying them 
forward through space.  Once the dancer masters this quality of propulsion, the skipping 
becomes less tiring and more exciting to execute and for the audience to view.  
 
We then did what I call darts but some call flying!!  This is the common movement of the 
Duncan work, which requires doing sauté in attitude from side to side while reaching the 
chest and arm out and up.  It involves the dancer learning to use the hips to lead while the 
movement of the torso causes the arms to make a figure 8.  At first it looks like a simple 
sauter side to side but there are other more complex use of the torso.  It is very indicative 
of how the Duncan technique requires the dancer to use the torso and upper body to 
initiate movement.  
The wonderful Dionysian movement signifying ecstasy, strength and joy was our last big 
movement sequence. We first did a slow version of the movement to break down the 
various parts of this signature Duncan movement. We did this en masse  then we took all 
these parts and put them together in the Dionysian jump.  
 
We ended class with Duncan walking which is unlike most dance walking in the complex 
simplicity.  The impetus for the movement is from the hips, which lead the body, with the 
legs and feet following naturally through the need to step as the hips move forward.  As 
Julia Levien taught, there is a slight rocking of the pelvis as the dancer steps and releases 
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based on the placement of the hips.  We combined the walking with arm gestures, which 
included giving to the Gods, calling and the universal gesture.  Each gesture begins with 
the movement of the torso leading the arms into their shape. The torso moves and the 
arms follow while using gravity to feel the weight in the arms and upper back to create 
the shapes of the gestures.  We ended together in a circle to thank one another for joining 
the class to experience and discover more about the Duncan technique.  
 
Altogether, this class was a joyous experience.  It is always a satisfying to have an 
opportunity to impart the knowledge gathered over years of studying and teaching.  It is 
especially satisfying when seeing the students start to understand and become excited by 
the wonders of dancing the technique of Isadora Duncan.  
 
 
Bio: Loretta Thomas has performed and taught for over 40 years. In her native Texas, she 
received a BA from University of Texas, performed with Austin Civic Ballet and the 
Michael Sokoloff Dance Ensemble before moving to New York in 1977.  In New York 
she studied Isadora Duncan’s work with Julia Levien, Hortense Kooluris, Catherine 
Gallant, Adrienne Ramm and Lori Belilove, the Cunningham technique under scholarship 
with Merce Cunningham, ballet with Maggie Black, childhood dance education with 
Ellen Robbins and Tai Chi Chuan with Master Cheng Hsiang Yu.  Since 1979, she has 
performed with Triad Dance Ensemble, Lori Belilove and Company, Dances by Isadora 
and Catherine Gallant/DANCE as well as presenting her own work in the Northeast and 
Texas.  Thomas has taught classes at Michael Sokoloff Studio, at the Isadora Duncan 
Foundation for Dance, in parochial school through New York and New Jersey as well as 
in workshop at Vassar College, the Houston Performing Arts High School and through 
grants from the Delaware Valley Arts Collective.  Thomas and Catherine Gallant 
currently teach monthly workshops and a summer intensive in the Technique and 
Repertory of Isadora Duncan at Mark Morris Dance Studio in Brooklyn.  Since 1996, 
Thomas has been owner and artistic director of Moving Visions Dance, her studio in 
Tribeca where she teaches Dance for Children and Teens and an advanced Duncan 
technique and repertory to teens and young adults in addition to managing classes in Tai 
Chi, Yoga and Pilates for adults.   The workshop, Discovering Duncan Technique, was 
Loretta Thomas’ first opportunity to teach at the Duncan Symposium.  
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Appendix 1: Session Schedule 
 
2015 Schedule of Events 
We are pleased to announce the Schedule of Events for the 2015 Isadora Duncan International Symposium. For more on these 
sessions and the presenters, see Session Descriptions and Presenter Biographies. 
 

Thursday  Black Box Studio I Studio II 

9-
10:30am Registration    

10:30-11 
Welcome 
Session    

11-11:15 Break    

11:15-
12:45 SESSION I 

Alice Bloch: Duncan’s 
Choreography as the 
Wellspring of her 
Technique: Movement 
(Panel with Lori 
Belilove, Pamela de Fina, 
Catherine Gallant, Beth 
Jucovy, Janaea Rose Lyn, 
Adrienne Ramm, Andrea 

Jennifer Sprowl: Priming 
and Tuning our Bodies for 
Longevity in Isadora’s 
Technique 
(Workshop)  
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Seidel) 

12:45-
1:45 

Lunch 
Break 

Catherine Gallant Video 
Showing Collaborative Open Space Project Committee 

2-3:30 SESSION II 

Valerie Durham: 
Discovering Bridges 
(Panel with Jennifer 
Sprowl, Maria 
Boscaino, Francesca 
Todesco, Ann Cogley 
Beth Jucovy, Loretta 
Thomas) 

Dicki Johnson Macy: 
Solitude and Affiliation: 
Essential Isadora for 
Resiliency Building and 
Trauma Recovery 
(Workshop) 

Francine Gartner: 
Contribution of Francois 
Malkovsky to Free Dance 
as a Precursor of Modern 
Dance 
(Lecture/Workshop) 

3:30-
3:45 Break    

3:45-
5:15 

SESSION 
III 

Frederick Curry: 
Rediscovering Duncan 
with PreK-12 Educators 
(Panel) 

Janaea Rose Lyn: 
Undertow: Isadora’s 
Waves of Movement and 
Meaning 
(Workshop) 

Linda Rapuano: Drenched 
in Beauty: The Numinous 
World Behind Duncan 
Dance 
(Workshop) 

5:15-
6:15 

Dinner 
Break  Collaborative Open Space Project Committee 
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6:30-
8:00 

SESSION 
IV 

Elyssa Dru 
Rosenberg/Raleigh 
Veach: Moving 
Forward/looking Back 
(Choreographic Showing 
and Discussion) 

Beth Jucovy: 
Rediscovering Duncan; 
The Dance of Music, The 
Art of Simplicity 
(Workshop/Master Class) 

Thomas: The Duncan 
Student Perspective 
(Roundtable Discussion) 

     

Friday     

9-10:30 
SESSION 
V 

Marketing Duncan: Panel 
Discussion moderated by 
Marie Carstens 
(Participants: 
Valerie Durham 
Julia Pond 
Catherine Gallant) 

Andrea Seidel: 
Mind/Body/FUllness: The 
Cultivation of Luminosity 
and Radiance in ID 
Technique 
(Workshop/MC) 

Alice Bloch: Enhancing 
Somatic Awareness in 
Duncan dance 
(Workshop) 

10:30-
10:45 Break    

10:45-
12:15 

 SESSION 
VI 

Meg Brooker: Dancing 
Woman: Perspectives on 
Gender 
(Panel discussion with 

Adrienne Ramm: 
invoking the 
Mythological Archetype 
from Within 

Loretta Thomas: 
Discovering Duncan 
Technique 
(Master Class) 
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Andrea Seidel and Elyssa 
Dru Rosenberg) 

(Workshop) 

12:15-
1:30 

Lunch 
Break 

Andrea Seidel Video 
Showing Collaborative Open Space Project Committee 

1:30-3 
SESSION 
VII 

Lori Belilove: Teaching 
Duncan to Young 
Children 
(Workshop) 

Patricia Adams: Art of 
Performing Duncan 
(Workshop) 

30 Minute Presentations: 
Maria Boscaino: Duncan 
+ Ballet, Yves Gnonogou: 
Rhythm, and Fabienne 
Courmant: Nature as the 
Inspiration for Dance 
(30 min sessions) 

3-3:15 Break    

3:15-
4:45 

SESSION 
VIII 

Duncan Futures: A 
Conversation for the 
Duncan Community of 
Practitioners 
(Moderated Roundtable 
Discussion) 

Rina Rinkewich: 
Discovering Duncan and 
the Creative Process 
(Workshop)  

4:45-6 
Dinner 
Break  Collaborative Open Space Project Committee 
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6-7:30 
SESSION 
IX 

Catherine Gallant: 
Discovering 
Choreography Through 
Improvisation 
(Workshop and 
Choreographic Showing) 

Fatima Suarez: Natural 
Experience, Christy 
Cornell-Pape: Delsarte, 
(45 min sessions)  

     

Saturday     

9-10:30 
SESSION 
X 

Meg Brooker: 
Discovering Duncan: 
Encountering Noyes 
(Workshop) 

Julia Pond: Artistry 
through Improvisation 
(Workshop) 

Dicki Johnson-Macy: 
Elemental Beginnings: 
Water Dances and 
Chopin’s Preludes: A 
Children’s Curriculum 
(Workshop) 

10:30-
10:45 Break    

10:45-
12:15 

SESSION 
XI 

Lori Belilove: Somatic 
Practices and the Art of 
Isadora Duncan 
(Workshop) 

Janaea Rose Lyn: Freeing 
the Authentic Self: 
Isadora Duncan as 
Liberator 
(Roundtable) 

Laura Pravitz: Isadora’s 
Morningstar 
(Workshop) 
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12:15-
12:30 Break    

12:30-2 
Closing 
Session    

5pm 
onwards  

 5-6:30 RECEPTION AT 
SILVERSMITH 
HOTEL RSVP 

 6:30-on DINNER AT 
SILVERSMITH 
HOTEL RSVP  RSVP for both 
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Appendix 2: Session Abstracts 
 
2015 Session Descriptions 
Here you’ll find descriptions of all the sessions to be featured at the 2015 Isadora Duncan 
International Symposium.  
 
 
Thursday, June 11th 
Session I: 11:15-12:45 
 
UNDERSTANDING DUNCAN’S CHOREOGRAPHY AS THE WELLSPRING OF 
HER TECHNIQUE 
Movement Panel moderated by Alice Bloch with Lori Belilove, Catherine Gallant, Beth 
Jucovy, Janaea Rose Lyn, Adrienne Ramm, Andrea Seidel 
 
Practitioners of Duncan dance frequently describe what we teach as “Duncan technique.” 
While it may be taught to enhance performance of Duncan’s choreography, many of us 
teach it as an independent class. But what is the source of this technique as it is taught 
today? This workshop proposal posits that the essentials of Isadora’s dance are in her 
choreography. To this end, contemporary Duncan masters including Lori Belilove, 
Adrienne Ramm and more, who have worked closely with the Isadorables and 2nd 
generation Duncan dancers, will lead participants in analyzing select Duncan 
choreography to study how such essential Duncan elements as the Tanagras, Universe, 
travelling patterns, and wave forms have yielded today’s Duncan technique. They will 
also share anecdotes and imagery that have helped them comprehend and pass on the 
essence of Isadora’s dance. 
 
 
PRIMING AND TUNING OUR BODIES FOR LONGEVITY IN ISADORA’S 
TECHNIQUE 
Workshop/Class by Jennifer Sprowl 
 
This 90 minute workshop/class will demonstrate therapeutic / rehabilitating musclo-
skeletal disciplines to develop strength, flexibility & kinesthetic awareness for regular 
practice before or after taking class. Preparing muscles for Duncan dance requires 
specific isolated exercises for optimal engagement; preventing injury & maintaining a 
lifetime of movement. For the second half, the opportunity to explore an abbreviated 
Duncan technique class, feeling your primed body, oxygen-rich muscles, deeper 
diaphragmatic breathing and led with joy, humor & passion in Isadora’s dance! 
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Lunch: 12:45-2pm 
 
VIDEO SHOWING 
Shared by Catherine Gallant + Dances by Isadora 
 
A collection of coaching sessions featuring Julia Levien 1994-2003 
“Angels Walking in the Light” 2014 
A new work for camera by Nadia Lesy shot with Dances by Isadora at Green-Wood 
Cemetery in Brooklyn, NY 
Leaf Dance – Catherine Gallant’s students at PS 89 in NYC improvise a dance about 
falling leaves. 
 
 
COLLABORATIVE OPEN SPACE 
An open studio time which attendees may use to develop collaborations, trade bodywork, 
do one on one training or coaching, or use as they see fit. Repeats at each mealtime. 
 
 
Session II: 2-3:30pm 
 
DISCOVERING BRIDGES: BEST PRACTICES FOR CONNECTING ISADORA 
DUNCAN DANCE WITH OTHER DISCIPLINES 
Panel Presentation and Discussion moderated by Valerie Durham, Participants TBD 
 
This panel presentation and discussion will allow Duncan dance practitioners to share 
how they have incorporated the practice of other disciplines such as yoga, ballet, 
postmodern dance, Alexander technique and other somatic practices with Isadora Duncan 
dance. What have been the goals of such incorporations? What has been the result? What 
are the potential pitfalls? Can Duncan dance be “improved” or can new discoveries be 
made? Presentations by selected experts (to be determined) will be followed by direct 
questions by the moderator (Valerie Durham) and a Q&A session with the audience. 
 
 
SOLITUDE AND AFFILIATION: INTERNALIZING THE BALANCE: ESSENTIAL 
ISADORA FOR RESILIENCY BUILDING AND TRAUMA RECOVERY 
Workshop by Dicki Johnson Macy, BC-DMT, IDMA, LMHC, M.Ed. 
 
The choreographic etudes of Isadora Duncan explore, through the action/ rest continuum, 
the dynamic relationship between affiliation and solitude. Duncan, most recently referred 
to by movement based clinicians, “American’s First Dance Therapist”, expressed a 
theory of continuous movement that included sensitivity to the literal and metaphorical 
flow of energy into and out of the body. In search of movements expressive of the human 
spirit, her technique: 1) glorifies natural movement, 2) sources rhythmic and emotional 
links fundamental to all life forms, and 3) traces dance to its sacred roots using 
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mythological archetypes and ritual. The Duncan prophecy, the presenter’s source of 
creative inspiration, provides the architecture for containment in her treatment 
methodology.  The tradition recognizes that the balance betweenAffiliation (external 
environment) and Solitude (internal landscape) is necessary for spiritual, emotional ,and 
physical integration. The presenter will illustrate how various Duncan choreographies 
and motifs have been utilized therapeutically to encourage a sense of integration and 
connection. 
 
 
CONTRIBUTION OF FRANCOIS MALKOVSKY TO FREE DANCE AS A 
PRECURSOR OF MODERN DANCE 
Lecture/Workshop by Francine Gartner 
 
Francois Malkovsky saw and met Isadora Duncan in Paris in 1911 when he came there to 
study music. He studied movement with Raymond Duncan in Paris in his Akademia and 
became his assistant. As Isadora and Raymond, Malkovsky was inspired by Greek art and 
Isadora’s ideas of ondulation movement according to nature and found in flames, waves, 
trees in the wind… His technique shows a strong relationship between breath and gesture, 
the use of weight and gravity, origin of emotions from plexus solar, relationship to music 
from romantic composers. Francine Gartner will share her experience as a teacher of this 
technique. 
 
 
Session III: 3:45-5:15 
 
REDISCOVERING DUNCAN WITH PREK-12 DANCE EDUCATORS-IN-
TRAINING 
Panel Moderated by Frederick Curry 
 
Panelists: Lori Belilove, Artistic Director, The Isadora Duncan Dance Company 
Elyssa Dru Rosenberg, Founder and Director, isadoraNOW Dance Company 
The presentation shares discoveries made by the panelists over five years of exploring 
Duncan’s pedagogic and artistic legacies with graduate dance education students 
pursuing state licensure in teaching preK-12 dance in New Jersey and New York. 
 
 
UNDERTOW: ISADORA’S WAVES OF MOVEMENT & MEANING 
Workshop with Janaea Rose Lyn (McAlee) 
 
“The movements should follow the rhythm of the waves: the rhythm that rises, penetrates, 
holding in itself the impulse and the after-movement; call and response bound endlessly 
in one cadence.” 

– Isadora Duncan, essay: Depth from The Art of the Dance	  
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In this workshop we will re-discover the wave as the foundational concept of Duncan’s 
technique, choreography and philosophy. The physical manifestation of the wave motion 
will be experienced through three key movements and their corresponding spatial planes: 
the walk (horizontal), the waltz (vertical), and torso/arm work (diagonal) to more clearly 
articulate their intersections into, and out from the solar plexus. Then we will investigate 
more complex combinations which express the wave pattern in Duncan’s choreography. 
Woven throughout will be references to the philosophical underpinning of Duncan’s 
approach to dance and life – the inspiration of the wave as the quintessential example of 
life’s perpetual renewal and undertow as the necessary pulling back to a larger source for 
that renewal. 
 
 
DRENCHED IN BEAUTY: THE NUMINOUS WORLD BEHIND DUNCAN DANCE 
Workshop by Linda Rapuano 
 
An exploration of the imaginal and soul-shaping forces that inspired Isadora and 
techniques to harness this energy for personal and creative growth. Sourced from within, 
the dance of Isadora Duncan is genius. Her world is compelling, numinous, because it is 
drawn from Truth and reflects what is Real; it is drenched in Beauty. Everything about 
Isadora’s artistry bears witness to her long apprenticeship to Beauty and its regenerative 
and creative potency. During this time together we will freshly consider some the core 
Ideas that lie behind Isadora’s work: the Female Form, Water and other elements, 
Silence, and other Ideas that Isadora invoked. Following this, we will engage processes to 
reach into our own evolutionary history and discover anew the source of Isadora’s 
inspiration and our own creative fire. 
 
 
Session IV: 6:15-7:45 
 
MOVING FORWARD, LOOKING BACK 
Choreographic Showing and Discussion by Elyssa Dru Rosenberg and Raleigh Veach 
 
About a year ago, we began a journey to explore Isadora Duncan’s Tanagra 
Figures through a bicoastal experiment. Working with a trio of dancers in New York and 
another trio in San Diego, we each created a modern interpretation of the Tanagra 
Figures. Using a modern interpretation of the music, La Folia, we blended the new 
choreography into the old, following a similar technique on each coast. The new works in 
their entirety have been performed several times on each coast to high praise. Now, for 
the first time, we would like to show the pieces as they were originally intended, using 
projection to integrate dancers in San Diego, dancers in New York, and dancers live in 
the middle (Chicago). We will conclude with a discussion in which Raleigh and Elyssa 
will talk about the choreographic process, the goals, the challenges, and solicit feedback 
from the audience. 
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[RE]DISCOVERING DUNCAN: THE DANCE OF MUSIC; THE ART OF 
SIMPLICITY 
Workshop/Master Class by Beth Jucovy 
 
For me, the artistry in Duncan dance stems from two things, one is the unity of the music 
and the dance. The second is the scope of expression and dynamics that are so integral to 
the aesthetic. The range of dynamics is huge, all within the apparent simplicity of the 
actual choreography. In fact it is the simplicity and purity of the movement that so easily 
lends itself to full dynamic expression. 
This workshop focuses on these two aspects of Duncan via two Brahms works: Opus 39 
#8 and #14. These pieces express very different qualities and they are both extremely 
musically nuanced. If you can hear, feel and dance the musicality, the dances are 
expressive and beautiful. I will also work with Scriabin’s Revolutionary Etude. The 
dancer’s task is to honestly express the musical piece. Again, the actual movement is very 
simple. The content comes from fully tapping into the music and the theme: the strength 
of the human spirit inherent in each of us. 
 
 
UNIVERSAL EXPERIENCE:  THE DUNCAN STUDENT PERSPECTIVE 
Roundtable moderated by Deb Abram, with Cathy Thomas, Leslie Fiedler and Suzanne 
Fraker 
 
This roundtable discussion will focus on the Duncan student experience and what attracts 
us to the work.   The dialogue is intended to enlighten the practitioner/teacher and to 
provide them with greater insight into the future sustainability of this work as it pertains 
to the student dancer. We encourage students and teachers to attend this session to share 
both perspectives. 
 
 
Friday June 12th 
Session V: 9-10:30 
 
MARKETING DUNCAN 
Panel Discussion moderated by Marie Carstens, with Julia Pond, Catherine Gallant and 
Valerie Durham 
What works, what doesn’t work, and where do we need to go next in marketing work by 
Isadora Duncan. Topics will include branding, PR and social media.  
 
 
MIND/BODYFULLNESS: THE CULTIVATION OF THE QUALITIES OF 
LUMINOSITY AND RADIANCE IN ISADORA DUNCAN DANCE TECHNIQUE 
AND REPERTORY 
Master class/workshop by Andrea Seidel 
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For Isadora, the truly creative dancer was one who could “convert the body into a 
luminous fluidity, rendering it to the inspiration of the soul.” After 35 years of dancing 
and teaching Duncan technique and repertory, I have discovered that it is primarily this 
quality of luminosity that gives integrity, authenticity, and conviction to contemporary 
performances of Duncan’s work. Luminosity or radiance is an attribute that is rarely 
emphasized in the classroom, as it is often deemed as either elusive and/or an innate gift 
of charisma that cannot be taught. However, I have discovered that the quality of radiance 
can be cultivated and developed through what I refer to as “mind/bodyfullness” 
strategies. These strategies can help to ignite what Isadora called “the motor in the soul” 
and to promote a mind/body integration. The proposed workshop will present these 
“mind/bodyfull” strategies within the context of a Duncan class, progressing from floor 
exercises to standing and center work, and then to structured improvisations, locomotive 
movement, and short repertory excerpts across the floor. Exercises will focus on 
activating the solar plexus or heart center, moving through wave, circular and arcing 
patterns of motion in whole and isolated body parts, and use of the breath and 
emotion/intention as the impetus for movement. Duncan basic exercises are enhanced and 
animated through use of the creative imagination, techniques for concentration and 
awareness, positive, evocative imagery and reinforcement, motivational techniques, 
arousal of faith in oneself and the ‘soul,’ and an emphasis on cultivating a ‘light, subtle 
body/mind.’ 
 
 
ENHANCING SOMATIC AWARENESS IN DUNCAN DANCE 
Workshop by Alice Bloch 
 
To move from a somatic perspective is to sense the body from within, bringing to 
consciousness the interplay of our physical, sensual, and emotional selves as shaped by 
the surrounding world. It connects us to nature, encouraging consciousness of gravity and 
bodily processes such as breathing. We understand ourselves and others through the 
body. Dance is somatic practice. Duncan’s dance, centered in the solar plexus, with its 
expressive use of gravity and wave forms, exemplifies somatic consciousness, 
embodying the interrelationship of self, nature, and community. Her language is somatic. 
She wrote of the: “intelligence of the human foot;” and “the natural gravitation of the will 
of the individual.” Her potent somatic presence was one reason Duncan so moved her 
audiences. However, Duncan’s dance is often taught and experienced as steps. This 
workshop offers participants ways to intensify somatic awareness in their Duncan 
practice, bringing them closer to her intent. Letting energy flow from the earth through 
the feet and into the body, they project it out into space through the Universe gesture. 
Walking with articulated feet and hips intensifies their earth connection and kinesthetic 
consciousness. Feeling the energy flow from solar plexus through fingertips unites them 
with others. 
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Session VI 10:45-11:15 
 
DANCING “WOMAN:” PERSPECTIVES ON GENDER IN ISADORA DUNCAN’S 
DANCE 
Panel Moderated by Meg Brooker, with Andrea Mantell Seidel, PhD and Elyssa Dru 
Rosenberg 
 
The panel will examine Duncan’s vision of a free and independent “Woman” as 
expressed in her writings and speeches on the dance within the socio-historical context of 
the early 20th century, as well as from the perspective of contemporary concepts of 
gender and female identity. Understanding that today’s gender landscape is very different 
than it was a century ago, this panel addresses the following questions: What is the role 
of gender in contemporary Isadora Duncan dance? Are we reaffirming, redefining, or 
deconstructing Duncan’s ideal “Woman” in our contemporary approaches to teaching 
Duncan technique and repertory? What role does our perspective on Duncan’s conception 
of “Woman” play in how we negotiate gender in our current studio and classroom 
spaces? Five panelists, representing multiple lineages and generations of Duncan dancers, 
share their perspectives on gender in Duncan dance practice from a variety of contexts 
ranging from higher education, to professional concert performance, to community-based 
and therapeutic dance settings. 
 
 
INVOKING THE MYTHOLOGICAL ARCHETYPE FROM WITHIN 
Workshop/Master Class by Adrienne Ramm 
 
Exploring excerpts of Isadora’s choreography we will bring to life the great power 
inherent in the universal gestures originating from the solar plexus. The shared 
experiences of humanity embodied by the archetypal movements will be discovered and 
expressed through dance phrases found in the vast body of Isadora’s repertory. With 
music and images being the inspiration, we will invoke the many faces of the Dancing 
Muse, empowering from within the creation in pure movement of The Child, The 
Maiden, The Lover, The Mother, The Priestess, The Warrior, The Angel of Hope, and the 
many Greek Deities (Apollo, Dionysus, Venus, Athena, Artemis, Mars, Cupid, Pan, 
Mercury). 
 
 
DISCOVERING DUNCAN TECHNIQUE 
Workshop/Master Class with Loretta Thomas 
 
Through her style of teaching, developed after many years of study, students discover a 
healthier approach to technique as well as the relevance of Duncan in 21st century dance. 
Class begins with work on the breath, connecting with and warming the upper body from 
which much of the Duncan work extends. Movement across the floor includes signature 
movements from Duncan repertoire such as waltzing, skipping, Dionysian and walking. 
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The focus is on the technique and the preparation of the body, allowing for the proper 
execution of the Duncan vocabulary without the need to remember longer movement 
sequences. Keeping simply to the basics of Duncan technique could lead other movement 
classes and oral discussions to be enhanced from having experienced this wonderful 
technique at the start of the day. 
 
 
  
Lunch: 12:45-2pm 
 
VIDEO SHOWING + LECTURE 
by Andrea Seidel 
 
Cultivating Beingness and Presence in Performance through the Art of Isadora in the 21st 
Century 
With reference to other theories regarding presence and embodiment by Andre Lepecki, 
Lizzy Le Quesne, Sondra Fraleigh, and others, the paper describes the author’s theory 
and methodology for cultivating “beingness,” verisimilitude and radiance in performance 
through an analysis of the art of performing several Duncan dances from a contemporary 
21st century perspective. Isadora’s art and philosophy, prescient in her theory of “the 
dance of the future” and organic principle of the wave, remains a vital tool for developing 
presence, heightened embodied consciousness, and somatic awareness. While inevitably, 
the body and mind are conditioned by one’s psychology, culture, political constructions 
of gender, identity, and the aesthetics of time and place, the paper discusses the author’s 
discovery of techniques for convincingly suspending the conditioned self. Through the 
magic of theater, one can then create a charismatic “virtual reality.” 
 
COLLABORATIVE OPEN SPACE (see above) 
 
 
Session VII 1:30-3 
 
TEACHING DUNCAN TO YOUNG CHILDREN 
Master Class By Lori Belilove 
 
In my experience teaching Duncan dance to children, the main objectives come from 
Duncan writings about her experiences observing how children learn. We will explore 
how to embrace the whole child and reinforce the essential love, fun and joy in moving 
that they have before they enter the classroom! My motto is: “Don’t kill it” they have ”it” 
already. The teacher’s job is to nurture expression and give young dancers room and 
varied dimension, challenges and endless fun. We will look at the role of music in the 
classroom and the appropriate tempos for the given movements- from the skip, runs and 
leaps. Bring your challenges and we will spend part of the workshop addressing teachers’ 
needs and concerns. Handouts with source material included. 
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THE ART OF PERFORMING DUNCAN: DISCOVERING DUNCAN THROUGH 
EMOTIONAL AND GESTURAL LANGUAGE 
Workshop by Patricia Adams 
 
This movement workshop led by Patricia Adams will take excerpts from Duncan’s 
repertoire and deeply explore how specific performance choices shape the dances. 
Duncan’s dances are simple in structure but deceptively challenging in execution. The 
dancer must not only master the technique but inhabit the dances in very real and 
nuanced ways. Every dancer who performs her work must make physical and emotional 
choices that resonate for that performer. The subtle differences of intention with gesture, 
focus, musicality, and quality of movement work together to give depth to the performer 
and life and relevance to the performance. 
 
 
DISCOVERING DUNCAN’S RELATIONSHIP TO THE BALLET 
Workshop by Maria Boscaino (30 min session) 
 
A workshop/master class that will explore how the ballet influenced Isadora. Did Isadora 
despise the ballet or did she use it to give shape to her choreography? Her goal was to 
find the movement that has been lost for centuries. How did she discover this 
revolutionary way of moving? 
 
 
NATURE IS THE SOURCE OF INSPIRATION FOR DANCE 
Workshop by Fabienne Courmant (30 min session) 
 
As Isadora Duncan said, ‘For me, all the movements of Nature seem to obey the law of 
the movement of waves. This idea of the movement of the wave as the great primordial 
principle imposes itself continually to me, and I see waves covering all things. If one 
looks at trees submitted to the caprices of the wind, do they not seem, they too, to 
conform to the lines of waves?’ We can thus affirm that all energy expresses itself 
through this undulation.Dance of Being is based on the energetic life principle, which 
exists everywhere, that manifests in the movement of undulation. When the energy is 
freely moving within us, there is harmony. We will accept that therapy keeps its 
etymological meaning as it was in ancient Greek philosophy “which is bringing to 
harmony”. To surrender to this energy movement leads to a deep inner transformation. 
  
 
Session VIII 3:15-4:45 
 
COMMUNITY CONVERSATION: DUNCAN DANCE INTO THE FUTURE 
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This session will investigate how participants envision the best future for Duncan Dance. 
We will invite all voices into the room and look for common ground, with the goal of 
exploring how to create a strong and positive presence in the world for Duncan dance and 
Duncan related work. 
 
Working in small groups as well as full group discussions, we will collaborate to develop 
key points and questions. We will explore ideas about how we we might begin to work 
together as a community to be proactive in creating the desired future. We will 
subsequently continue to work on this mission through direct communication with the 
Symposium’s Standards and Guidelines Committee. 
 
 
DISCOVERING DUNCAN DANCE AND THE CREATIVE PROCESS 
Workshop by Rina Rinkewich 
 
In this practical workshop, we will experience the dance of Isadora Duncan, how it 
connects us to our self-expression and inspires our creative process. In the first part of the 
workshop, we will dance to music. We will be lead through some of Isadora Duncan’s 
movement exercises and dance vocabulary, as well as guided improvisation. Our 
movement will be fed by imagery and narrative derived from nature, the elements and the 
spring season. The opening up of our bodies, hearts, minds and spirits will be the gateway 
for our self-expression. It will ignite our creative process when, in the second part of the 
workshop, we proceed to create. The themes, that inspired our dancing earlier, will be an 
optional point of departure for our creative work. Participants can use whichever 
medium(s) they feel moved to employ: the writing of poetry or prose, drawing, painting 
with watercolors and the creation of movement studies. They can choose to work alone or 
collaboratively. We will then come back together and be encouraged to share our creative 
harvests with one another. We will close the workshop with the same ritual circle of slow 
Duncan movements that we opened with. 
  
 
Session IX 6-7:30 
 
DISCOVERING CHOREOGRAPHY THROUGH IMPROVISATION FORMAT: 
WORKSHOP FOLLOWED BY CHOREOGRAPHIC SHOWING 
Workshop by Catherine Gallant and Loretta Thomas, Showing by Dances by Isadora 
dancers 
 
This session includes a 40-minute participatory workshop led by Catherine Gallant and 
Loretta Thomas followed by a 50-minute presentation of recent reconstructions and new 
stagings from the repertoire of Isadora Duncan. The program also features new and recent 
choreography by Catherine Gallant. Using thematic and kinesthetic content of an original 
work of Duncan, the first half of our presentation will culminate in a group dance making 
experience with a focus on using improvisation. Time will be allocated for sharing, 
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analysis and discussion. The second half of the session is a presentation of recent 
reconstructions and new stagings of selected Duncan repertoire along with contemporary 
works by choreographer, Catherine Gallant. 
 
 
BEING ON AN EDGE: RECONSIDERING ISADORA DUNCAN’S ART THROUGH 
THE PRISM OF THE PHILOSOPHY OF DIALOGISM Paper Presentation by Elena 
Yushkova (30 min session) 
 
The famous Russian philosopher V. Bibler stated that “culture exists only there where 
there are a minimum of two cultures… self-consciousness of culture is a form of its being 
on an edge of another culture” [Bibler, 1991, 85]. Even a cursory acquaintance with the 
art of Isadora Duncan shows that existence on an edge was the true reality for her: she 
worked in the space between American, European and Russian cultures, between the 
past, present and future. We can assume that being in the space ‘between’ countries and 
regions, languages and traditions, styles and art forms increased the inner dialogism of 
the dancer’s consciousness and added new meanings to her intense creative search. The 
philosophy of dialogism, invented in the 1920s and reopened in the 1990s, provides us 
with the real key to comprehension of the American dancer’s multifaceted art that was 
not deeply understood by her contemporaries. 
 
 
THE GENIUS OF ISADORA DUNCAN: REDISCOVERING THE DANCE 
THROUGH THE PRINCIPLES OF DELSARTE 
Workshop with Christy Cornell-Pape (30 min session) 
 
This presentation/workshop is intended to help us better understand how we use the 
physical to delve into the emotional, both from the perspective of the mover, or dancer, 
and the observer. commentary on the emotional weight of Duncan dance the more 
“scientific” principles behind Duncan’s genius, a discussion of Delsarte; his studies, the 
development of his principles, and how they still apply today in dance, theatre, oratory, 
and life. I will discuss the basic principles of Delsarte including a discussion and 
demonstration of various movements and positions and what those 
positions/movements/qualities convey to the observer. We will then discuss and 
demonstrate those principles through Duncan dance movements and choreographies and, 
even how they differ in other dance or movement forms (such as Hawaiian, flamenco, 
burlesque, modern). 
 
 
Saturday, June 13th 
Session X 9-10:30 
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ARTISTRY THROUGH IMPROVISATION 
Workshop by Julia Pond 
 
An experiential workshop that applies various improvisation techniques to Duncan 
repertory as a vehicle for a deeper understanding and more nuanced performance of the 
original work, or as a starting point for a choreographic response to original Duncan 
material. 
 
 
DISCOVERING DUNCAN: ENCOUNTERING NOYES 
Workshop by Meg Brooker 
 
Isadora Duncan discovered and explored movement principles that form the foundation 
of an organic, supple, and integrated dance technique. Duncan identified the solar plexus 
as the initiatory center of expressive movement and her dance work is characterized by 
patterns of successive movement that emanate from this high center. Duncan 
contemporary Florence Fleming Noyes (1871-1928) also worked with the same 
coordinating center, but she termed it “the spot.” Drawing on imagery from nature, Greek 
mythology, and a kinesthetic response to music, Noyes Rhythm is an early twentieth 
century somatic practice built on developmental movement principles. The work has been 
preserved by an intergenerational group of practitioners, who live and dance in 
community during the summers at Shepherd’s Nine, a hundred-acre property purchased 
by Noyes in 1919. Noyes Rhythm bears many similarities to Duncan dance, as well as 
pronounced differences. Both share a root in the Delsarte work, popular at the time, as 
well as a celebration of Ancient Greek ideals of harmony of proportion, athleticism, and a 
mind-body synergy. This workshop will focus on technique principles that underlie 
Noyes Rhythm movement, as well as the Noyes method for instructing movement 
through the use of specific imagery. 
 
 
ELEMENTAL BEGINNINGS: WATER DANCES AND CHOPIN’S PRELUDES: A 
CHILDREN’S CURRICULUM 
Workshop by Dicki Johnson-Macy  
 
Finding the wave that flows within us, and discovering the waves that are around us, 
bring us to a sense of the oneness that we are component to. Contemporary education 
mandates that children learn to separate and to compete, to move away from what is their 
birthright: to be in relationship with other humans and to the creatures and forces of 
nature. Children intuitively dance the elements: the wind, the waves, the fire, the earth. 
Children , before reason has set in, (says Plato), are naturally empathic, having that sense 
of oneness that assures understanding of the other. Isadora Duncan, harbinger of an 
educational aesthetic that assured the child continue to live in this oneness, was of the 
Dionysian perspective: The dancer lived the story, immersing one self in the elements 
rather than telling about it. Here Dicki presents one of her many curricula for young 
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children; She has woven a movement tapestry which focuses upon the many 
manifestations of water: Rain , Mountain stream, Waterfall, Lake,  River, Sea, Mist, 
Clouds, Storm Front, Thunderhead, Storm, and Rainbow, coupling each with one of 
Chopin’s Opus 28 Prelude. Each dance song engages children to explore, not only the 
elemental but Chopin’s music, which lends itself so beautifully to the experience of “the 
wave”.  Various Duncan motifs and etudes are component to each of the dance songs. 
 
 
Session XI 10:45-11:15 
 
SOMATIC PRACTICES AND THE ART OF ISADORA DUNCAN 
Workshop by Lori Belilove 
 
Does the Duncan technique, as handed down through the Duncan schools, prepare the 
dancer for performing the repertory? Further, can training and studying somatic practices 
enhance a Duncan dancer’s preparation to teach or perform? History tells us Isadora’s 
technique was primarily created when Duncan started her first school in Germany in 
1904. Duncan documents the exploration and development of her ideas and methods 
from an early age. At the Grunwald school Swedish gymnastics were part of the dancers 
daily regime. By the time she went to Russia in 1921, where she observed Russian ballet 
dancers training, she was adding tendus and barre exercises that enhanced the elevation 
of the Russian Duncan dancers. In my workshop, drawing from a somatic perspective, I 
will examine the basic Duncan barre and center including plies, leg swings, leg lifts, arm 
movement vocabulary, wheels, sways, and weight shifts, and discuss the merits of each to 
prepare a dancer for the traveling vocabulary, expression within the Duncan aesthetic and 
the dances themselves. We will explore, what works? Which practices support the 
Duncan line and movement qualities? Which practices help to give authenticity to 
Duncan movement? 
 
 
FREEING THE AUTHENTIC SELF: ISADORA DUNCAN AS LIBERATOR 
Roundtable Moderated by Janaea Rose Lyn (McAlee) 
 
“She shall dance the freedom of woman.” 
– Isadora Duncan, essay: The Dancer of the Future from The Art of the Dance 
Isadora Duncan was a living, dancing embodiment of freedom and self-expression. Her 
unwavering commitment to her own authenticity is how many of us discovered her and 
often provided the courage and incentive to do the same. This aspect of Isadora’s legacy 
is also what often draws students, audience members and others to want to know more 
about her work. This session will provide an opportunity to share the many ways that 
discovering Isadora freed us personally. We will discuss our experiences in smaller 
groups and then together we identify themes and/or issues that may emerge to enrich our 
work as Duncan practitioners and our lives as human beings. 
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ISADORA’S “MORNINGSTAR” 
Workshop by Laura Pravitz 
 
“Morningstar” is venus in her morning appearance as “the light bringer” ; “the brilliant 
and shining one”. Like the moon, she has phases of shadow and light, and so embodies 
aspects of planet, star and moon at once. Isadora’s dance, Morningstar, is a beautiful ode 
to the planet, set to a choral swell from Gluck’s opera “Orpheus”. This workshop will 
approach the dance through an understanding of the planet-star from which we will 
absorb her aspects as star and planet, as well as concepts of shadow and light; musical 
infusion; and planetary forces as they work on our bodies. Principles from Laban 
Movement Analysis and body-mind centering will assist us in entering into the full sweep 
of this joyous dance. 
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Appendix 3: Presenter Biographies 
 
2015 Presenter Biographies 
 

 
Deb Abram 
Deb is a Law Librarian for a mid-size law firm in Chicago. She’s 
been doing this forever. Deb is a 30 + year resident of Oak Park, 
Illinois, where she met Jennifer Sprowl, 10 years ago. The 
experience changed her life. Having had a dance background that 
started at the age of 11, she only wishes that she had discovered 
the Duncan Technique much sooner. Deb feels this work adds 
another dimension to the dancer and the human being. 
  
 
Patricia Adams 
Patricia Adams (co-founder, Dances by Isadora) began performing 
Duncan’s work in 1977 as a member of the Isadora Duncan 
Repertory Dance Company, under the direction of Sylvia Gold. In 
1989 she co-founded Dances by Isadora with Catherine Gallant. 
She has performed and taught throughout the United States, in 
Russia, Japan, Hungary, Finland, and Canada, and at numerous 
colleges and studios in the Boston area. In addition to many years 
of study with Sylvia Gold, her teachers include Julia Levien, 

Hortense Kooluris, and Gemze DeLappe, and her long-time collaborator, Catherine 
Gallant. She continues to perform with Dances by Isadora and is a psychotherapist in 
private practice in Sharon, MA. 
 

Lori Belilove 
Lori Belilove is Artistic Director of the Isadora Duncan Dance 
Foundation and its resident performing  troupe, Lori Belilove 
& The Isadora Duncan Dance Company. A world-renowned 
Duncan authority, Belilove is  considered the living 
embodiment of Isadora’s grace, power, and mastery of weight. 
Her expertise and professional dance achievements are 
bringing her invitations to perform, teach and choreograph 
worldwide. She has held residencies at such prestigious 

institutions as The Juilliard School, Harvard University, Smith College, Ohio State 
University, Princeton University, New York University and Northwestern University. 
Belilove holds a B.A. in Dance, Religion and Classical Studies from Mills College. 
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Alice Bloch 
Alice Bloch, a 2013 RAC Artists’ Fellow, has a doctorate in 
dance history from Temple University and a choreographic MA 
from UCLA. She is a 4th generation Duncan dancer, offering 
residencies at universities throughout the United States, 
including Dancing the Supermom: Duncan as a Prototype for 
Today’s Single, Working Mothers at Bryn Mawr. She adjuncts 
at Washington University, and is a COCA teaching artist 
specializing in Arts Integration. She is on the boards of the 
Missouri Dance Organization and the Missouri Alliance for 
Arts Education. Her concert, Alice Bloch—DanceLife: 

Celebrating 50 Years of Dancing, was presented in March. 
 
 

Maria Boscaino 
Maria is originally from New York City were she danced and 
choreographed for a number of companies including The West 
Side Dance Project, National Arts Theatre, the Dances of 
Isadora Duncan Company and others. She is also the artistic 
director, soloist and founder of the American Heritage Dance 
Company, a company dedicated to preserving the works of 
Isadora Duncan. With the American Heritage Dance Company 
she has appeared at the Baltimore Museum of Art, the 

Minneapolis Institute for the Arts, the Children’s Museum of Manhattan and Dances at 
the Lakewalk in Duluth. Her work has been favorably reviewed by the New York Times, 
the New York Daily News and Attitude Magazine. Presently Maria resides in 
Minneapolis where she teaches Classical Ballet. 
 
 

Meg Brooker (Steering Committee) 
Meg Brooker, Assistant Professor, Middle Tennessee State 
University, is a steering committee member of the Isadora 
Duncan International Symposium and a former Lori Belilove & 
Company dancer. Meg has performed in venues including the 
Art Monastery (Italy), Erarta Museum of Contemporary Art (St. 
Petersburg), PROJEKT Fabrika (Moscow), and the ancient 
Greek ruins at Chersonesos (Crimea), among others. Meg is 
also a certified teacher of Noyes Rhythm and serves on the 

Noyes School of Rhythm Foundation board. Meg presents scholarship on early twentieth 
century dance for SDHS, CORD, and NDEO, and has contributed as a writer to Dance 
Studio Life magazine. 
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Christy Cornell-Pape 
Christy, a life-long dancer, began studying dance at the age of 2. 
Christy began intensively studying Isadora Duncan dance in 1999. 
Christy has performed extensively in musical theatre and 
burlesque, performing throughout California, the U.S., and 
internationally. Christy is a prolific choreographer and can 
frequently be seen performing solo work in the San Francisco Bay 
area. Christy has taught both adult and children’s Duncan dance 
classes. She currently teaches adult classes for Duncan dance, 

cancan, fan dancing, and burlesque. By day, Christy is a bank regulator specializing in 
the deterrence and identification of fraud and money laundering. 
 

 
Fabienne Courmont 
Fabienne is an international dancer, choreographer and dance 
therapist, member of the International Dance Council (CID 
Unesco), author of numerous articles on dance, originator of 
multicultural and pan-artistic events in France, India, Austria, 
U.S.A, Quebec, Morocco. Greece. She is the creator of the Dance 
of Being©, the culmination of 30 years research. 
She began her training in ballet in France at the age of 8. She 
draws from different traditions sources, Taï-ji, Nô theater, Butô 

dance, indian sacred dance, transe and dervish dance the ones that unify body, soul and 
spirit. It emerges from there an universal language, which is the Being expression 
itself. One century after Isadora Duncan, Fabienne Courmont embodies the spirit of 
Sacred Dance in a free form that Isadora called ‘the dance of the future’. www.danse-de-
l-etre.fr 
 
 

Frederick Curry 
Frederick Curry is an Assistant Professor, Department of Dance, 
Mason Gross School of the Arts, Rutgers University, where his 
focus is on dance pedagogy and Laban Movement Analysis. He 
has taught at the Laban/Bartenieff Institute of Movement Studies, 
the Dance Education Laboratory at the 92nd Street Y, and NYU 
Steinhardt Dance Education Program in New York City, and 
serves on the Board of Directors of the National Dance Education 
Organization. His Duncan experience includes classes and 

workshops with Lori Belilove, Jeanne Bresciani, Julia Levien, and training and 
performing with Maria Boscaino’s American Heritage Dance Company. 
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Valerie Durham (Steering Committee) 
Valerie Durham, MFA, is a direct lineage Duncan Dancer who has 
studied this beautiful form since 1992. 
She is the Artistic Director of Persephone’s Circle, an Isadora 
Duncan dance company, and the Executive Director of the Isadora 
Duncan School for Creative Movement & Dance, based in 
Washington, DC, which features a progressive Duncan Technique 
curriculum and creative movement based on the 

Duncan philosophy of dance. She completed her MFA in Dance from the University of 
Maryland in 2012, and is a Kennedy Center Teaching Artist. She has studied with several 
Duncan masters and teachers, including Lori Belilove, Jeanne Bresciani, Julia Levien, 
Hortense Kooluris, Barbara Kane and many others, and performed as a company member 
and soloist with Lori Belilove & Company. Her choreography has been performed in 
New York, Washington DC, Las Vegas, Florida and Chicago. Her work has been 
published in Bourgeon (online and anthology), Centrífuga. Revista de Investigación 
Dancística and various newspapers and periodicals. As a founding member of the Isadora 
Duncan International Symposium, Valerie works to aid in the transmission and expansion 
of the Duncan traditions, with contemporary relevance, into the 21st century. Valerie has 
also served on the Isadora Duncan Archive Committee (chair) and the Isadora Duncan 
Standards & Guidelines Committee. 
 

 
Leslie Fiedler  
Leslie has a background in public health, health education, 
massage therapy, herbal medicine, and working and living in 
collectives. She currently works in a feminist health care center. 
She first experienced Duncan dance twenty years ago in a 
community class in Gainseville, Florida. She rediscovered the art 
and craft of Duncan dance 2 1/2 years ago in Chicago when she 
stumbled into a class taught by Jennifer Sprowl, and she’s been 
coming to class ever since! 
  

 
 
Suzanne Fraker, BS, RM 
Suzanne holds a bachelor of science degree from the University of 
Michigan and was a journal editor for the American Medical 
Association for 29 years. She has always been fascinated with 
color and light and has done much study in these areas. She is 
certified by the International Mandel Institute, Switzerland, as an 
Esogetic Colorpuncture Practitioner, and is certified by the Aura-
Soma International Academy of Colour Therapeutics, England, as 
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an Aura-Soma Practitioner. Suzanne is certified by the Tama-Do (Way of the Soul) 
Academy of Sound, color and Movement in Malibu, CA, as a Level One practitioner. She 
is also a crystal healer trained by Melody and certified by the Association of Melody 
Crystal Healers, Inc. In addition, Suzanne is a Reiki Master and holds a diploma in 
therapeutic massage from the Chicago School of Massage Therapy. She has studied 
energy healing with Roslyn Bruyere and Barbara Brennan. Suzanne has been President of 
the Women Health Executives Network, a Board Member of the Illinois Women’s 
Political Caucus, and is profiled in the recently published book, The Courage Code. 
 

 
Catherine Gallant 
Catherine Gallant (co-founder with Patricia Adams of Dances by 
Isadora) has been dancing, choreographing and teaching for more 
than 30 years. Her own work has been seen on the streets of Times 
Square, in the water at Jones Beach, and at Trump Tower Atrium. 
Ms. Gallant has received funding for her choreography from the 
Harkness Foundation for Dance, LMCC, the Bossak/Heilbron 
Charitable Trust, City Parks Foundation and NYFA; and has 

taught dance courses at the Boston Conservatory, Curry College and MIT. Through 
Dances by Isadora Catherine performs, teaches and collaborates with Duncan dancers 
throughout the world. She began her study of the technique of Isadora Duncan with Julia 
Levien, (a student of Anna and Irma Duncan) in 1982. Catherine is now a full-time 
NYCDOE dance educator at PS 89 in Manhattan. Catherine served on the writing 
committee for the NYC Blueprint for the Arts in DANCE and presents dance education 
workshops for the Dance Education Laboratory (DEL), NDEO and NYCDOE. Ms. 
Gallant is a graduate of the Boston Conservatory and holds an MFA in Dance from 
Temple University. Catherine’s newest work will be performed at the Ailey Theater in 
NYC for the American Dance Guild Festival in 
December. http://www.catherinegallantdance.com 
 

 
Francine Gartner 
Francine has been studying Malkovsky’s free Dance since her 
childhood . She is based in Strasbourg, East of France. She had the 
chance to participate to a lot of classes given by Malkovsky 
himself during the last 10 years of his life and therefore can be 
considered as one of his direct descendants. She teaches now this 
art of dance giving weekly classes and workshops in different 
locations of France and Europe. She also performs Malkovsky’s 
repertory and her own choreographies as solo or with her pupils. 
She has presented Malkovsky’s Free Dance in different 

conferences and also organised several meetings and seminars dedicated to Malkovsky 
and some of his former dancers.  She also had classes of Duncan Dance with Amy 
Swanson, Elisabeth Schwartz, Eva Blaciszkova, Vera Belazorovitch. 
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Dicki Johnson-Macy 
Dicki Johnson Macy, BC-DMT, M.Ed., L.M.H.C., 
third generation lineage holder in the Art/Technique of Isadora 
Duncan (having studied first as a child with Anita Zahn) and 
director of the “Boston Children’s Foundation” is the creator 
and founder of Rainbowdance . A tireless and dedicated pioneer 
in the field of trauma focused stabilization and resiliency 

programs for young children and their communities, she is also the co-founder of the 
acute trauma response and intervention, CBI. For the past 25 years, in her career as a 
dance therapist, she has created international healing rituals for children isolated by 
developmental and neurological disorders and exposure to conflict and natural disaster. 
She continues to guide children, caregivers, and dancers of all ages with her Isadora 
inspired workshops and trainings. 
 
 
 
Beth Jucovy  

Beth Jucovy has been an Isadora Duncan dancer throughout her 
lifetime. A protégé of Julia Levien; she studied with her as well as 
with Anna Duncan since early childhood. A member of Anna 
Duncan’s children’s company, she has been performing the 
repertory professionally since 1978 beginning with the 
Commemorative Company. Beth is founder/director and 
choreographer of Dance Visions NY, a not-for-profit company 
devoted to preserving and rejuvenating the Duncan aesthetic as 

well as creating original works. They have presented Duncan programs for Workman’s 
Circle, the 92nd St Y, many museums, universities, parks, libraries. In addition Beth has 
created over a dozen full evening programs of her original work which have been 
performed throughout the NYC metropolitan area.  Beth is Founder/Director of Children 
Dancing, a school devoted to the development of children through dance and also a 
Dance Teaching Artist working in schools. 
 
 

 
Julia Pond (Steering Committee) 
Julia Pond is an independent artist and direct lineage Duncan 
dancers based in London. A member of Lori Belilove’s Isadora 
Duncan Dance Company from 2001-2005 and an international 
affiliate from 2005-2010, Julia was primarily taught by Lori 
Belilove and Cherlyn Smith. Julia currently receives coaching in 
Duncan repertory from Barbara Kane, founder of the Isadora 
Duncan Dance Group, London/Paris. She joined the Steering 
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Committee of the Isadora Duncan International Symposium in 2013. Since 2013, she has 
been teaching a contemporary Duncan class in London. From 2007-2009 she lived and 
worked at the Art Monastery Project where she helped develop the project’s unique 
combination of contemplative practice and artistic work, and wove Duncan dance into a 
variety of multidisciplinary projects. She continues to explore contemplative creative 
practice, most recently as an organizer of the AMP’s summer residency at Caramanico 
Terme in summer 2014. Trained at the Boston Conservatory, Julia graduated magna cum 
laude in 2000 with a BFA in Dance. She is also a qualified yoga teacher at the 200 hour 
level. http://www.juliapond.com 
 

 
Laura Pravitz 
Laura Pravitz, IDMA; CLMA; MSW is a graduate in advanced 
standing from the Isadora Duncan International Institute (IDII). 
She performs and teaches Duncan dance and movement 
exploration classes in schools, senior homes, museums and studios 
in the Pioneer Valley and Boston, and performs with the IDII 
dancers and The Dance Generators, an intergenerational dance 
company based in Northampton Massachusetts. She produced and 

directed concerts at Holyoke’s Wistariahurst Museum, to notable acclaim. Ms. Pravitz is 
also a Laban Movement Analyst and Clinical Social Worker, specializing in working 
with elders. 
 

 
Adrienne Ramm 
Adrienne Ramm trained since childhood in the Isadora Duncan 
Technique. A protegé of Julia Levien and Hortense Kooluris she 
also coached for several years with Anna Duncan. Adrienne was 
an original member of the Isadora Duncan Centenary Company 
and soloist with the Commemorative Company for its duration. 
She has performed at universities, festivals, muse- ums/galleries, 
conferences, several documentary and archive projects. Adrienne 
is a sought- after coach of the Duncan repertory for the current 

generation of dancers. She has danced the Duncan repertory with Dance Visions NY 
since its inception in 1989. Adrienne Ramm is also a composer/pianist for dance. The 
current CD of her original piano music, “Reminis- cence Isadora: Songs of the Dancing 
Muse” evokes the eternal spirit of Terpsichore expressing the yearnings of the heart and 
aspirations of the soul. 
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Linda Rapuano 
Linda Rapuano holds a Master’s degree in Liberal Studies in 
Philosophy and Arts from The New School in New York City. She 
is an integrative health and healing arts consultant and teacher of 
Noyes Rhythm. Linda has taken Duncan classes with Lori Belilove 
and Jennifer Sprowl and has been instrumental in fostering 
dialogue between the Isadora Duncan Dance Foundation and the 
Noyes School of Rhythm. For the past 5 years, she has been 
studying kabbalistic approaches to imagery with Dr. Catherine 

Shainberg at the School of Images to deepen her understanding of the laws of the 
imaginal world. 
 
 

Rina Rinkewich 
Rina Rinkewich, M.F.A., taught Creative Movement to children 
for many years and then ran her own dance company “Return of 
the Sun” for more than a decade. Rina now teaches Creative Dance 
Workshops to adults, sharing her passions for dancing and creative 
self expression, in order to help others to dance and create. These 
classes have been presented in New York City, East Jerusalem, 
and the Elizabeth Duncan Tanzschule in Munich, Germany. Rina 
also leads monthly Israeli dance sessions at the Park Slope Jewish 

Center( Brooklyn , NY),writes, and recently joined the board of the Noyes School of 
Rhythm. http://www.returnofthesun.org 
 
 

Janaea Rose Lyn (McAlee)  
Janaea Rose Lyn (McAlee) is a Third Generation Isadora Duncan 
dancer, educator and historian whose career began with Mignon 
Garland and the San Francisco Duncan Dancers. She was Artist in 
Residence at the Akademia Raymond Duncan in Paris and a 
member of the Dionysian Duncan Dancers before beginning an 
extensive career as a soloist and guest artist. Janaea participated in 
the 2013 Isadora Duncan International Symposium and is on the 

Isadora Duncan Archive Committee. Also a modern dance artist and academic 
specializing in collaborative work, Janaea is Residential Dance Faculty at Estrella 
Mountain Community College in Phoenix, Arizona.www.janaearoselyn.com. 
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Elyssa Dru-Rosenberg 
Elyssa Dru Rosenberg, founder and director of isadoraNOW, is a 
choreographer, dancer and educator who has taught master classes 
and workshops in Isadora Duncan’s technique and history at 
schools and universities throughout the United States including 
New York University, Tufts University, SUNY Purchase, and the 
University of California, San Diego. Elyssa holds a Masters from 
New York University and a Bachelors from Tufts University. She 

has presented at conferences for the National Dance Education Organization and the 
Society of Dance History Scholars. She has studied Isadora Duncan’s work with Carrie-
Ellen Tron, Patricia Adams, Adrienne Ramm, and Lori Belilove. 
 
 

Andrea Seidel 
ANDREA MANTELL SEIDEL is Professor of Dance and 
Associate Professor of Religious Studies at Florida International 
University. Additionally, she serves as trustee of Eleanor King’s 
choreographic legacy and as artistic director of the critically 
acclaimed Isadora Duncan Dance Ensemble. Dr. Seidel has 
lectured, presented papers, and performed as soloist in the work of 
King and Duncan throughout the US and abroad, including 

Internationales Tanzfestival, Germany; Kennedy Center, Washington; Hong Kong 
International Festival; and Goethe Festival, St. Petersburg, Russia. She is recipient of 
NDEO’s Visionary Award (2007), Fulbright Senior Scholar award (2010, National 
School of Dance, Honduras); and producer/director of two DVD’s: Isadora Duncan 
Technique and Repertory and Isadora Duncan Masterworks, widely distributed by 
Princeton Book Company. Her forthcoming book, Dancing Duncan: The Art and Soul of 
Isadora in the 21st Century will be published by McFarland Press. 
 
 
Jennifer Sprowl (Steering Committee) 
Jennifer Sprowl is a fourth generation Duncan Dancer and founding member of Lori 
Belilove & the Isadora Duncan Dance Company in New York City. Training directly 
with Duncan Dance luminaries Lori Belilove, Hortense Kooluris and Julia Levien, 
Sprowl’s wide ranging dance credits include Rebecca Kelly Dance Company, 
Pennsylvania Ballet, Pennsylvania Dance Theater and Dayton Ballet Company. She has 
worked extensively with modern dance masters Bill Evans, Eleanor King, Bella Lewitzky 
and Hannah Kahn. Sprowl currently serves as faculty with the Joffrey Academy of 
Dance, Chicago and teaches classes dedicated to the preservation and extension of 
Isadora Duncan technique for the 21st century . A specialist in the field of pre/post 
rehabilitation for dancers, Sprowl is a graduate of the Ohashi Institute of Shiatsu, 
certified as an Active Isolated Stretch practitioner based on the work of Aaron Mattes, is 
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a Certified Flexibility Technican and has extensive training in 
Gyrokensis, Yamuna Body Rolling and Power Pilates. Sprowl is 
regularly invited to present master classes and guest teach at 
prestigious universities and dance companies throughout the 
United States and internationally. Jennifer’s innovative staging of 
the Duncan Dance repertoire in Chicago includes works for 
Momenta, The Chicago Academy for the Arts, and her own 
company, Duncan Dance Chicago. Her uplifting and motivating 

approach renders her classes and coaching in the Duncan technique a pure, authentic and 
powerful experience. Come experience the joy! www.duncandancechicago.com 
 
 
Fatima Suarez  
Fatima Suarez, Director of Mantra Dance Center is graduating in dance at the Federal 
Unversity of Bahia. She concluded her studies in classical dance at Castro Alves Theatre 
Ballet School in 1987. She studied in São Paulo with Ismael Guiser, in Rio de Janeiro 
with Eugenia Feodorova and Tatiana Leskova in London with Maryon Lane and Alan 
Herdmann in Bahia with Carlos Moraes and Antônio Carlos Cardoso. Specializes in 
modern dance and choreography at the London Contemporary Dance School. As student 
she had classes at the Laban Centre of Movement, in England and at the Martha Graham 
Dance School and Merce Cunninghamm Dance Foundation in New York. Even in New 
York in 1992 she met her master in Isadora Duncan technique, Lori Belilove ,establishing 
a permanent exchange between the Isadora Duncan Foundation and Contemporary Dance 
School institution that she is the director since 1990. Fatima is formed by Isadora Duncan 
Foundation and Lori´s Belilove pupil for 23 years. They two participated in many events 
and shows i Brazil conducted several workshops as part of the programming of The 
Dance School of Cultural Foundation of the State of Bahia (where they deployed Isadora 
Duncan philosophy for 15 years). As a Professional she served as dancer in Mantra Cia. 
De Dança since its creation in 1987. The company worked with important national 
choreographers as Marcelo Moacyr, Tíndaro Silvano, Ana Maria Mondini, Lia Robato, 
and international as Gerard Laffuste and Edith Meric, Frank Handeller and Diane Eslhout 
among others,dancing in the main capitals of Brazil, France at the invitation of the 
Université Lyon Lumiére and TBB Danse Festival of Toulouse , New York Theater 
Workshop in New York City with Isadora Duncan Company and the Summerwarfth 
Festival in Frankfurt in Germany. She also is a Creator of “DANCE JOURNEY of 
BAHIA” and “TRAINING COURSE for EDUCATORS, dance projects to discuss dance 
and education aimed at the expansion of creation and choreographic experimentation and 
training educators to the capital and interior of Brazil through exchanges with agents of 
all Brazil and from abroad. She is the articulator of Bahia Dance Forum and a member of 
the Association of schools of Dance from Bahia (EDANÇA/BA). 
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Cathy Thomas 
Cathy Thomas is a Licensed Clinical Professional Counselor, 
National Certified Counselor, Registered Dance/Movement 
Therapist and Graduate Level Certified Movement Analyst. Cathy 
ministers in dance using spontaneous and choreographed dance as 
part of church worship services. Cathy currently studies Flamenco 
and Classical Spanish Dance with Margie Dziadka. Since 2007, 
Cathy has been studying Duncan Dance Technique with Jennifer 
Sprowl. Cathy danced with Duncan Dance Chicago, a multi-
generational dance company, under the artistic direction of 

Jennifer Sprowl, at its inception in 2010. Cathy enjoys moving in this genuine way, 
which embodies the inner beauty, spirit and emotional depth of the dancer. Cathy will be 
presenting with Suzanne Fraker, Leslie Fiedler and Deb Abram. 
 
 

Loretta Thomas 
New York since 1977, she studied under scholarship with Merce 
Cunningham, ballet with Maggie Black, dance education with 
Ellen Robbins, Tai Chi with Master Yu Cheng Hsing and 
apprenticed with Laura Dean. Thomas studied the Duncan work 
with Julia Levien, Hortense Kulouris, Catherine Gallant, Adrian 
Ramm and Lori Belilove. She has performed with Michael 
Sokoloff Dance Ensemble, Karen MacIntyre and Lori Belilove & 
Co., among others. She currently performs with Dances by Isadora 
and Catherine Gallant/Dances as well as presenting her own work. 
Thomas taught in New York City schools, the Isadora Duncan 

Foundation for Dance and Duncan workshops, Vassar College, Houston Performing Arts 
High School and through the Delaware Valley Arts Council. Since 1981, she has taught 
dance and Chinese Movement forms at her Moving Visions Studio in Downtown New 
York City where she is Artistic Director. 
 
 
Elena Yushkova 
Elena Yushkova (Russia), PhD, scholar of Isadora Duncan, former scholar-in- residence 
at the Kennan Institute (Woodrow Wilson International Center for Scholars, Washington, 
DC), 2007-2008. Published more than 20 academic articles on Isadora Duncan in the last 
5 years (in Russian). Author of the book “Plastique of the Overcoming: short notes on the 
history of Russian plastique (interpretative) theater in the 20th century” (2009). Currently 
working on a monograph on Duncan. 
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Raleigh Veach 
Homegrown in Nashville, TN, Raleigh graduated high school from 
NCSA and received her B.F.A. in dance & a minor in 
Anthropology from SUNY Purchase College. She has served as a 
dancer & Associate Artistic Director for isadoraNOW since 2008. 
Raleigh has performed with Ballet Contemporaneo de Burgos, 
Nina Winthrop, Yung-Li Chen, Sudden Enlightenment Theatre, 
Anabella Lenzu DanceDrama, Lane & Co., Roxanne Lola 
Movement Machine, Valerie Green Dance Entropy, among others. 
She is currently launching her own company, Locomotive 
Artistries. When she’s not dancing, Raleigh enjoys teaching 

Pilates, TRX, Aerial & pre-postnatal fitness and exploring life with her son, Miles! 
 
 


