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Abstract 
 

This is a qualitative collective case study examining the experiences of three public high 

school graduates who participated in dance programs in three different public high schools in 

Hawai‘i. I explored how high school dance classes provided the three main participants with 

third spaces to do one or more of the following: (a) be themselves/express themselves freely, (b) 

shed preconceived notions of themselves/take on brand new or hybrid identities, (c) release 

stress/escape everyday problems, pressures, and struggles, (d) begin to know themselves 

better/improve their self-concept, (e) feel safe to make mistakes/try new things, and (f) generate 

positive relationships with others/develop a sense of belonging in a safe/nurturing community. 

Key concepts related to this study include movement and learning, the arts in the curriculum, 

dance in the curriculum, the marginalization and othering of students in schools, and dance as a 

third space. This research project is based on third space theory, and incorporated the talk-story 

method of interviewing, grounded theory, and elements of narrative research to examine the 

impact of third space dance places on the lives of the study’s three main participants.  
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Chapter One: Introduction 
 

I grew up on O‘ahu, the Hawaiian island on which approximately 70 percent of Hawai‘i’s 

overall population resides (United States Census Bureau, 2015), and attended public schools 

from kindergarten until I graduated from high school. When I began studying dance in my junior 

year of high school, I knew that prestigious private schools on O‘ahu such as Punahou, ‘Iolani, 

Mid-Pacific Institute, and Kamehameha Schools also offered in-school dance classes that 

allowed students to explore various forms of dance, but I did not realize how fortunate I was to 

be learning dance as a part of my public high school’s general curriculum because so few public 

schools offered such a course. The dance classroom at school was my own escape from the 

labels that both frustrated and disappointed me in my everyday social circles at school.  

Upon entering college, I believed the public school system had sufficiently prepared me 

for my university-level courses, and never felt I was not given the same educational 

opportunities as my friends who had attended private institutions. But later on, as I studied to 

become a public school teacher, socioeconomic discrepancies between what public and private 

schools offer students in the state of Hawai‘i became increasingly evident to me, especially 

regarding access to dance education at the high school level. 

I decided to investigate the types of dance classes public high schools offer as a part of 

the general curricula. I looked through registration booklets, browsed school websites for course 

offerings for the 2016-2017 school year, and emailed teachers and principals. What I found is 

that non-Polynesian dance courses are not offered in the majority of public high schools on 

O‘ahu. As a graduate from a rural public high school, a past participant in my high school’s 

dance program, and as a current teacher of creative and social dance in an urban public high 

school on O‘ahu, my goal was to explore the experiences of past participants of public high 
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school dance programs to learn how in-school dance classes influenced their lives during their 

high school years and beyond.  

Statement of the Problem 

According to Robinson (2015) “dance is usually at the bottom of the hierarchy in the 

curriculum” (xv). Although dance as a school subject formally made its way into the curriculum 

almost 100 years ago (Ross, 2012), the lack of dance programs in public schools continues to be 

a problem around the globe (Gilbert, 2005), and, unfortunately, Hawai‘i’s public schools are no 

exception. In the State of Hawai‘i, new graduation requirements beginning with the class of 2016 

require students seeking high school diplomas from public schools to earn 4 credits in English 

language arts, 4 credits in social studies, 3 credits in mathematics, 3 credits in science, ½ a credit 

in health, ½ a credit for a Personal Transition Plan (PTP), which asks students to map out exactly 

what they plan to do after high school, 1 credit in physical education, and 6 elective credits 

(Hawai‘i State Department of Education [DOE], 2015). In addition, students must earn 2 

additional credits in a foreign language, or they may choose to earn their 2 additional credits in 

Career and Technical Education (CTE) courses, or in fine arts, which include the content strands 

of visual arts, music, drama and theatre, and dance (Hawai‘i State DOE, 2015). Nearly all public 

high schools in Hawai‘i have visual arts and music programs, but most do not contain dance 

programs, so the majority of public school students in our state do not have the option of taking 

courses such as creative dance, social dance, ballet, modern dance, or tap dance as a part of the 

high school curriculum.  

Dance and performance are deeply rooted in the culture and history of the state of 

Hawai‘i (Simpson Steele, 2008; Wilson and Richards, 1990), and while both traditional and 

modern forms of performing and creative arts are currently “the second largest single industry 
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group in the creative sector” of Hawai‘i (State of Hawai‘i Department of Business, Economic 

Development and Tourism, 2015, p. 34), only nine public high schools currently house 

Performing Arts Learning Centers (PALCs) (Hawai‘i State Department of Education Office of 

Curriculum, Instruction and Student Support, n.d.). According to the Hawai‘i Arts Alliance 

(2011-2012), PALCs are “educational laboratories” (p. 6) that teach design, performance, 

musical theory, and dance as a part of the regular day’s curriculum. Statistical evidence reveals 

that students who participate in PALCs score higher on standardized tests, have higher GPAs, 

and graduate at higher rates than their counterparts who are not a part of the PALC community 

(Hawai‘i Arts Alliance, 2011-2012). However, regardless of the data indicating links between 

participation in these learning centers and higher academic achievement, PALCs struggle to stay 

afloat financially, and are constantly asking for sponsors and donors to help fund the centers each 

year (Hawai‘i Arts Alliance, 2014). 

In a recent study by the National Dance Education Organization (NDEO) focusing on the 

impact of dance education in the U.S., researchers conducted an extensive review of 

approximately 200 documents including databases, surveys, dissertations, theses, and articles on 

the impact of dance on teaching and learning. In this report, Bonbright, Bradley, and Dooling 

(2013) found, “In schools where dance programs flourish, students’ attendance rises, teachers are 

more satisfied, and the overall sense of community grows” (p. 56). In addition, the researchers 

concluded: 

There is [evidence of] the value of learning in and through the arts, specifically dance. 

This evidence shows that incorporating dance into the curriculum can, among other 

benefits, improve student test scores, lower drop-out rates, facilitate knowledge transfer, 

foster teacher morale, and support the learning of underserved populations such as 
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kinesthetic learners, special education students, and minorities. (Bonbright et al., 2013, 

pp. 48-49) 

Despite increasing evidence of dance education’s universal benefits for learners of all 

backgrounds and abilities (Koshland, Wilson, and Wittaker, 2004; Munsell and Bryant Davis, 

2015; Nathan, 2012; Skoning, 2008), dance as a subject in school continues to fight for 

recognition and respect among the traditional “core subjects [of] English, math, science, history, 

and geography” (Morrison, 2012, p. 8). Unfortunately, wave after wave of top-down mandates, 

modified federal policies and state laws, and our country’s ever-changing educational initiatives 

are pushing dance even further into the margins of curriculum and instruction (Svendler Nielsen 

and Burridge, 2015). Although students often express interest in learning different dance forms 

in their teenage years (Bond and Stinson, 2000-2001; Nathan, 2012), the public school system in 

Hawai‘i continues to inadequately address students’ basic needs for freedom of movement and 

creative exploration through dance.  

Purpose of the Study 

Today, dance education research largely concentrates on the effects of arts and dance 

programs in K-12 schools on the U.S. mainland. This qualitative collective case study 

specifically focuses on the lives of three individuals who participated in public high school dance 

programs on O‘ahu for the purpose of investigating how in-school dance classes impacted them 

during and after their high school years, and exploring the ways in which dance education 

provided a unique space for them to take on new identities as dancers, learners, and young 

adults. As a graduate from a public high school on O‘ahu, I always knew my high school dance 

classes provided friendships and fond memories I will never forget, but it was not until I became 

a dance educator that I realized how vital the dance space in my high school was to my own 
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adolescent identity formation, and how essential the experiences my dance program provided 

have been to shaping who I am today. My research attends to the need for investigation into the 

ways dance education influences high school students in Hawai‘i, as conducted by a former 

participant in a local high school dance program and current dance educator in a high school on 

O‘ahu (myself), in collaboration with other former dance program participants, their high school 

dance teachers, and their close family/friends. In the words of Simpson Steele, my study 

addresses dance education at the secondary level in neocolonial Hawai‘i by conducting research 

“with us, for us, and by us” (personal communication, March 6, 2016). 

Personal Narrative: Who Am I? 

 Growing up in Hawai‘i, it is common practice to “talk story” (openly share the current 

happenings in one’s life with others through informal conversation) with people on a daily basis.  

This practice has become embedded in my local identity, which is why I decided to take a 

narrative approach to my case study research to focus on “[individuals’] stories as told through 

[their] eyes and social context” (Beach, 2008). However, according to Clandinin and Caine 

(2008), before examining the stories of participants, narrative researchers must “begin their 

inquiries with narrative self-studies into their own experiences” (p. 541). Therefore, instead of 

considering my own personal background, journeys, and stories as “biases,” I now include my 

own personal narrative to help increase the transparency and relevancy of my work. 

 As a teenager I participated in the dance program at Alexander High School1, a public 

high school on O‘ahu. That experience has remained with me in every phase of my life thus far. 

Although I did not realize it at the time, I was extremely fortunate to have attended a school that 

offered this unique experience to its student body, and since beginning my research on dance 

                                                        
1 All public school names, community college names, and the names of all participants in this study have been 
changed, and pseudonyms are used to protect their anonymity.  
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education I have worked diligently to launch a dance program at Laulima High School (LHS), 

the high school in which I currently teach. My own life would not have been the same without 

the opportunity to explore creative dance in a safe space as a high school student, which is why I 

want to provide the same opportunity to my high school students.  

As a child, I practiced gymnastics from the age of 3 up until I was 14 years old. But by 

the time I was in intermediate school I was completely disgusted by the social constructions of 

the sport, including the warped body image it fostered, the unhealthy eating habits it encouraged, 

and the competitive and often vindictive atmosphere amongst the teenaged girls on my very own 

team. Half way through the eighth grade, I knew I could no longer participate in something that 

was making me so unhappy each day, but I stuck out the season because my parents wanted me 

to learn to finish what I had started. As I stood on the awards podium as the Level 8 state 

champion that year, I was excited to be moving from a life of constant exhaustion and injury to 

one of increased social freedom and new extracurricular opportunities. 

 Instead of spending four hours a day working out and practicing at the gymnasium five 

to six days a week, I could now relax at home after school, hang out more with my friends, and 

begin experiencing life as a semi-independent adolescent. In the summer before I entered high 

school, my peers taught me how to ride the city bus to different malls and movie theaters, how to 

play pool (billards), and even how to buy popular “singles” on cassette tape from music stores 

around town. Taking physical education in summer school became my main mode of exercise, 

although I hoped my school schedule would include creative dance when school started in the 

fall. 

Up until that point, I had only taken basic ballet and jazz classes with some of my 

gymnastics friends, and I had always enjoyed making up dance routines in my living room with 
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my gym buddies as a pre-teenager, but my focus was never to become a dancer. Dance was 

purely something fun I did in addition to gymnastics, and the main purpose of taking dance as a 

child was to make me a better gymnast.  

Unfortunately, when I received my class schedule as a ninth grader, creative dance was 

not one of my electives because the class conflicted with my academic schedule. I was 

disappointed, but later learned of an opportunity to join an extracurricular dance club after 

school, so a few friends and I signed up and were able to participate in a couple of performances 

over the course of the year. It was exhilarating being able to perform alongside some of the best 

dancers I had ever seen in my life, but opportunities to learn choreography and improve my 

technique were scarce. In the tenth grade I was still unable to take dance because of my other 

academic requirements, so I tried out for the varsity cheerleading team, which ended up being a 

year-round commitment. We had practices every single day after school, and although being a 

cheerleader involved both gymnastics and dancing, cheerleading was a sport, not an art. When 

the time came to register for the classes I would take in my junior year, I was finally able to 

enroll in creative dance, and from then on my life would never be the same.  

There is something magical about dancing on a stage. Even though I started out in the 

beginning creative dance class, I got to watch the intermediate and advanced dancers in dance 

concerts and other performances, and I longed to move like them. Because of my background in 

gymnastics and cheerleading, I could already execute many of the technical moves we learned in 

Creative Dance 1, but I did not necessarily perform them like a dancer. What I came to realize 

was that when I danced, I looked either like a gymnast or a cheerleader. However, with his 

knowledge of technique and his eye for intricate details, my dance teacher taught me to move in 

more meaningful ways, and I began to fall in love with dance as both an athlete and an artist.  
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 One of the most amazing things to me, even to this day, was the way my high school 

dance teacher was able to teach students of all backgrounds how to dance. At the end of the year, 

regardless of size, shape, ethnicity, cultural background, ability, or outside interests, everyone 

was able to move and perform at a much higher level than they had been able to at the beginning 

of the school year. It was amazing to see volleyball players, wrestlers, skaters (skateboarders), 

surfers, breakdancers, special education, and advanced placement students alike dancing with 

technique, athleticism, and artistry.  

Towards the end of the year we were all given the opportunity to choreograph dance 

pieces to a song, and after watching each person’s choreography, it was fascinating to see that 

each student had composed a dance piece that was both creative and completely original. Our 

teacher had us vote on which pieces we would like to perform as a class in a compilation dance 

routine combining various students’ work. The results of this vote were intriguing because the 

class chose choreography composed by dancers of all ability levels, bringing us to the realization 

that just because someone was a talented dancer did not mean that she was a gifted 

choreographer, and just because someone had very little dance experience did not mean that he 

could not create original artistic choreography.  

To this day I remain truly impressed with how my high school dance teacher was able to 

choreograph, coordinate, and produce a culminating dance concert at the end of the school year 

with over 100 learners of all ability levels. Our teacher gave us the tools of technique, physical 

and mental strength, musicality, and creativity by adapting his curriculum to fit the needs of his 

students. This allowed each student to learn and perform various dance numbers alongside other 

dancers of varying backgrounds and levels of experience and ability. He was able to utilize 
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students’ strengths and interests to cultivate their creativity and improve each person’s quality of 

movement.  

As a classroom teacher, I see the way my creative dance students’ faces light up when I 

tell them that we are not going to take a written test on what we have been studying in class. 

Instead, I ask them to synthesize what they have learned by creating original dance pieces using 

their entire bodies to show that they understand the concepts, terminology, history, and cultural 

relevance of what I have been teaching them. This alternative pathway allows my students to 

escape the one-size-fits-all mentality of education and assessment, and opens doors for them to 

explore their own creativity, talents, and abilities. This approach to assessment also puts the 

ownership on the students, as it is their responsibility to show, through movement, that they are 

no longer recipients of learning, but experts and owners of the content taught in my classroom.  

As a student, dance opened so many doors for me and helped shape who I am today. 

While my formal dance training began in spurts as a child, my passion for dance did not begin to 

grow until I was 16 years old. At 18 years of age, in the spring before my high school graduation, 

I tried out for the Hawai‘i Pacific University (HPU) dance team and was awarded a dance 

scholarship. This covered 80% of my tuition my freshman year and 100% of my tuition for the 

following three years until I graduated. Although I had years of gymnastics and cheerleading 

experience up to that point, I really grew as a dancer in my college years because I was a 

member of a nationally recognized competitive collegiate dance team. The HPU dance team 

coaches emphasized mastery of technical dance moves and elements, as well as performance 

quality and execution of moves and sequences, which forced me to grow both as a technician and 

a performer.  
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After I graduated from college in 2001, I lived in Japan for two years as a participant in 

the JET (Japan Exchange and Teaching) Program, and while I was there I learned a modern 

Japanese form of dance called “Yosakoi.” This upbeat, athletic style of dance was fun and 

exhilarating, and joining a Yosakoi dance group allowed me to make friends with people my age 

from all parts of the world who were also living in Fukui prefecture at that time. I am still in 

touch with several of the friends I made through Yosakoi, and I even had the chance to teach a 

few of my Yosakoi friends some basic hula, which became a passion of one friend in particular. 

In fact, that friend is now a kumu hula2 in Japan! 

Upon returning to Hawai‘i in 2003, I entered graduate school to pursue a master’s degree 

in Second Language Studies at the University of Hawai‘i at Mānoa. I did not dance regularly at 

that time, but I began taking interest in watching singing and dancing competition shows on 

television. After continuing to see signs advertising ballroom dance classes around town, I 

finally convinced a friend to go to a nearby dance class with me, and I have thoroughly enjoyed 

learning and teaching Latin and standard ballroom dancing ever since.  

I began my journey as a doctoral student in 2008, and I started learning more about dance 

as an art form in the summer of 2010 when I took my first non-Polynesian dance class for 

college credit. The course, Creative Dance for Children, taught me how dance education began 

as an element of physical education, and opened my eyes to the role of dance as one of four fine 

arts taught in Hawai‘i’s schools today (alongside visual art, music, and drama). As both a 

doctoral student and a public school dance teacher I continue to learn of the artistic value of 

dance in schools as a key element in nurturing and developing students’ creativity and allowing 

them safe avenues for self-exploration and self-expression. 

                                                        
2 A kumu hula is a teacher of hula. 
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In reflecting on how dance has impacted my own life, I am certain that I would not have 

had the confidence to willingly and eagerly join the different dance teams and clubs that I have 

been blessed to be a part of so far in my life. I most likely would not have begun taking dance 

courses at the college level as a doctoral student, and I do not believe I would have begun taking 

ballroom and Latin dance classes as an adult, either. This confidence often infuses itself into 

different aspects of my life and follows me wherever I go, no matter how old I get. It is very 

difficult to explain, but perhaps other dancers can identify with the feeling of knowing there is 

something special about us, even when we walk into a room full of strangers. Similar to those 

who hold special traits of athleticism or intellect, there is a universal sense of worth within 

dancers because we know we possess a special hidden talent. No matter what we look like on the 

outside, we know that our ability to dance is present on the inside. And even though others may 

not know we have it, we know we have it. So perhaps we hold ourselves a little differently than 

others just because we can know we can dance. Even when we are faced with new challenges, 

we hold on to the belief that we are special because of what we have learned so far, what we 

know about ourselves, and the way we can make our bodies move. The gift of dance continues to 

open my eyes to my own value and worth, not only because of what it allows me to do, but also 

what it allows me to give and teach others.  

As an aging contemporary, hip hop, ballroom and Latin dancer, I still reap the benefits of 

my in-school dance experiences, including my ability to start up a brand new dance program in 

the high school where I teach, and being able to influence young dancers whose seeds of 

confidence have just begun to grow. Now is the time for me to explore the ways in which dance 

opportunities have influenced the lives of others, but I cannot ignore my own story as I share the 

background and the literature that are relevant to my study. For the purpose of remaining 
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connected to my research, I have included vignettes as introductions to certain sections of this 

paper, not only to remind readers of my ever-present role in this research process, but also to 

emphasize the value I place on making personal connections to history, ideas, and people. In 

addition, by including myself, my views, and my experiences in my research, I am uniquely 

positioning myself alongside my participants to uphold the belief that it is our kuleana3 to give 

educators, policymakers, curriculum planners, parents, students, and schools a better 

understanding of the role public school dance education plays in the lives of students in the state 

of Hawai‘i.  

Background 

Throughout this section I will give background on dance education’s position within the 

context of the U.S. educational system, where it fails to thrive. To illuminate the ways in which 

key phenomena in this section and the literature review section of this paper have influenced and 

affected my own life, I will introduce certain topics and subtopics by beginning with vignettes 

based on my personal experiences so that my voice remains central, and my position as insider 

within my research is not forgotten. But first, I will begin with some background on the 

educational system in the United States of America.  

The state of high school education in the U.S. has been of concern since the launch of the 

Soviet Union’s satellite, Sputnik, into space in 1957, and the concurrent “economic rise of Japan 

and Germany” (U.S. Department of Education: Office of Vocational and Adult Education [U.S. 

DOE: OVAE], 2003, p. 3). Policymakers and educators in the U.S. responded by adding courses 

and improving facilities in schools, but remained mostly concerned with the academic “elite” 

who would go on to become scientists and engineers to help America win the Cold War (U.S. 

DOE: OVAE, 2003, p. 3).  
                                                        
3 Kuleana is the Hawaiian term referring to one’s responsibility to others. 
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Soon after, President Lyndon B. Johnson’s commission on education, known as the 

Gardner Commission, moved to link Johnson’s “War on Poverty” policy with federal education 

aid (Thomas and Brady, 2005, p. 52). The result of this proposal was the passing of the 

Elementary and Secondary Education Act (ESEA) in 1965, which led to the release of billions of 

federal Title I dollars to “enhance the learning experiences of underprivileged children” (Thomas 

and Brady, 2005, p. 51). Unfortunately, reports on the use of federal Title I funds revealed 

blatant abuse of monies that were specifically allocated to address the educational needs of 

students from poor families, and in 1980, President Ronald Reagan’s administration reduced 

federal education program funding, while simultaneously bringing “overall poor academic 

performance in American public schools” (Thomas and Brady, 2005, p. 53) to light. 

In 1983, then Secretary of Education, Terrell Bell, decided to appoint a committee to 

address the eminent lack of academic progress in the U.S. (U.S. DOE: OVAE, 2003). This 

committee, the National Commission on Excellence in Education, published a report entitled “A 

Nation at Risk,” which “marked the first time a government-sponsored report prompted serious 

discussion and action to implement higher academic standards for all [emphasis in original] 

students” (p. 4). 

The Commission’s report also declared the following: 

All, regardless of race or class or economic status, are entitled to a fair chance and to the 

tools for developing their individual powers of mind and spirit to the utmost. This 

promise means that all children by virtue of their own efforts, competently guided, can 

hope to attain the mature and informed judgment needed to secure gainful employment, 

and to manage their own lives, thereby serving not only their own interests but also the 

progress of society itself. (U.S. DOE: OVAE, 2003, p. 4) 
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Higher expectations for academic achievement continue to be a top priority, and 

subsequent acts, laws, and mandates in the U.S. have attempted to address schools’ deficiencies 

in preparing students for life after high school, and our ability (or lack thereof) as a nation to 

compete on a global stage with other countries around the world (Common Core State Standards, 

2016; U.S. Department of Education: Elementary and Secondary Education, 2002; U.S. 

Department of Education: Programs, 2014). Unfortunately, although the goal of providing equal 

access to a quality academic education for all remains a top priority, most high school curricula 

remain structured around a “model established when the expectations of high school education 

were far different” (DOE: OVAE, 2003, p. 1). In this ongoing era of high-stakes testing, “arts 

instruction in schools is on a downward trend” (President’s Committee on the Arts and the 

Humanities [PCAH], 2011, p. vi) at a time “when [students] need it most” (Duncan, 2011, p. vi). 

Lasting effects of NCLB on the arts. The No Child Left Behind (NCLB) Act of 2001, a 

reauthorization of ESEA, has been a driving force in changing how schools value the arts from 

the elementary level through higher education. Sabol (2010) conducted a large-scale quantitative 

study of over 3,000 art educators from all 50 states and the District of Columbia, and found that 

the No Child Left Behind (NCLB) Act of 2001 has had damaging effects on art education in 

schools, including the areas of supervision, administration, and museum education. Sabol (2010) 

concluded, “instead of improving the status of art education, NCLB has contributed to furthering 

its marginalization and diminishing the status of art education” (p. 3). Although positive effects 

of NCLB included an increase in types of assessments used in art programs, more emphasis on 

higher order thinking in class assignments, and a greater variety of instructional methods for art 

instruction, most teachers expressed negative attitudes about the overall impact of NCLB on art 

education programming.  
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Sabol (2010) also shared the following: 

In a number of areas, art education programs have experienced significant barriers that 

teachers in those programs attributed to the restructuring of educational priorities brought 

about by NCLB. Scheduling, workloads, and funding were areas of the most pronounced 

negative impact for NCLB on art education programs. . . . Although teaching loads had 

not been affected, art educators were teaching fewer art classes, because they were 

required to teach classes in other disciplines, such as language arts and math, provide 

remediation, or conduct test preparation in subjects. (p. 2) 

As evident in the excerpt above, arts educators are now being asked to teach non-art classes 

aimed at preparing students for standardized assessments, which has led to increases in their 

workloads for the majority of those surveyed, and funding cuts to arts programs averaging 

approximately 30% (Sabol, 2010, p. 3).  

Lack of dance programs in schools. Recent Secretary of Education, Arne Duncan, 

declared, “To succeed today and in the future, America’s children will need to be inventive, 

resourceful, and imaginative. The best way to foster that creativity is through arts education” 

(Duncan, 2011, p. 1). In a study of ten different “schools with outstanding arts programs, in 

which at least fifty percent of the students were from economically disadvantaged families” 

(Stevenson and Deasy, 2005, p. 2) researchers found that the arts increased self-efficacy, 

engagement in school, strengthened communities, and made learning matter to students, as well 

as improved the pedagogical practices of their teachers (Stevenson and Deasy, 2005).  

However, even in U.S. schools with strong arts programs, dance usually takes a backseat 

to visual arts, music, and drama (Robinson, 2015). Allen (1999) pointed out that when the 

National Assessment for Educational Progress (NAEP) created a national approach to assessing 
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student performance of all four arts on a national level, which included a “field test” for dance, 

full assessments could not be conducted because too few schools had comprehensive dance 

programs (p. 9). In her analysis of the Arts Education Assessment Framework, Allen (1999) 

shared, 

Approximately 93 percent of students attend schools where dance is taught less than once 

or twice a week. Only about 3 percent of the students in the national random sample 

received dance instruction in school three or four times a week. In other words, 

opportunities for specialized instruction in dance are almost nonexistent. (p. 9)  

On O‘ahu, out of 24 public high schools, nine of them will at least offer Creative Dance 1 

for the upcoming 2016-2017 school year. In my experience, however, just because a course is 

offered does not mean that it ends up being taught the following year. Schools sometimes 

alternate offering and not offering certain courses because enrollment fluctuates from year to 

year. In addition, if a school cannot find a qualified teacher to teach the course, then it gets 

cancelled, and the students who enrolled get dispersed into other classes. At Laulima High 

School my principals have never opposed offering more courses in the arts, but in the case of 

dance, it took a lot of time and effort to advertise the new dance course offerings, recruit enough 

students to get the course into the master schedule, and I still struggle each year with working out 

the logistics to teach dance in a school with no auditorium, no dance mirrors, no ballet barres, 

and no dance floor.  

Age of Accountability 

 In this age of accountability, I have seen first-hand how federal educational initiatives 

have had negative effects at the school and classroom levels. The following vignette illustrates 
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how high-stakes standards-based testing came into my life in the first few years after I became a 

full-time public school teacher, and how I felt about its consequences. 

Bubble Kids 

“Today we are going to disaggregate data from last year’s HSA,” says Principal Ching. 

I slump down in my cold plastic chair for another long faculty meeting on the ways in which we 

can support our students. I know exactly how we can support our students – ask them what they 

want and need! Support means “to assist” or “to enable,” but apparently that’s not what it 

means in this middle school. As we look at pages and pages of print-outs with every single 

student’s math and reading score from last year’s Hawai‘i State Assessment, those with scores 

just below 300, or passing, are highlighted in yellow. These are our “bubble kids,” but I think of 

them more as our victims. Those selected will be pulled from their electives and put in “support 

classes” so that they get an extra dose of reading or math every day to ensure they pass the test 

this year. Poor Taryn – she loves art. It’s one of the few things she thinks she’s good at. And now 

she’s going to be in the math support elective instead. And what about Scottie and Brandy? 

They’re the very ones who need reading support the most, but their scores were way too low to 

be considered bubble kids. These high-stakes tests are ruining school for everyone and shifting 

our focus from the people who matter most – our students. 

This vignette represents my frustration as a new teacher because I saw with my own eyes 

how my students’ needs were not being met because of the policies created at the federal 

government level. Even more disheartening was the fact that these laws were supposedly 

established to give disadvantaged students equal access to a quality education, yet they were 

having the exact opposite effect on them in the school where I worked. 
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 Some of the greatest challenges in starting up dance programs in public schools both 

locally and nationally include top-down mandates that continue to emphasize math and reading 

in the K-12 curriculum (Kaufmann, 2011), pressures to increase college and career readiness as 

outlined in the Race to the Top (RTTT) Program and the Common Core State Standards (CCSS) 

(Common Core State Standards Initiative, 2016; Khadaroo, 2010; Onosko, 2011), and ongoing 

budget cuts that result in less time and resources devoted to teaching the arts in schools (Sabol, 

2010). Arts programs, arts teachers, and their students end up suffering because of the constant 

messages sent by policymakers and curriculum planners conveying that the arts are not as 

important as other subjects (Meyer, 2003; Meyer, 2005; Holcomb, 2007; Ravitch, 2010).  

In a National Education Association (NEA) article, Holcomb (2007) shares the following 

regarding the state of arts education in U.S. schools: 

Now, five years after the No Child Left Behind law (NCLB) first opened to mixed 

reviews from captive audiences, arts education must fight for a seat in the classroom, 

despite the law’s inclusion of the arts as a core academic subject. A small number of 

forward-thinking school districts have begun to integrate the arts across the curriculum 

and into the fabric of the school day. But in the vast majority of public schools, arts 

programs—and teachers—are in more trouble than ever, despite the growing body of 

evidence showing a powerful link between arts education, student achievement, and 

teacher performance. (para. 3) 

In addition to moving from a system of state or district content and performance 

standards in each subject to a national common core standards system, RTTT now encourages 

“performance pay” systems for states and districts to “reward teachers and principals for 

increases in student achievement” (Hourigan, 2011, p. 61). However, because subjects like 
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physical education, foreign language, visual arts, and performing arts are not a part of the CCSS, 

it is not possible to obtain data on student achievement and improvement in these content areas 

based on the current high-stakes testing system. Our educational systems continue to encourage 

schools to teach to the test, and emphasize strengthening students’ knowledge and competencies 

in tested subjects before non-tested ones (Farkas Duffett Research [FDR] Group, 2012; 

Hourigan, 2011; Mendoza, 2015; Meyer, 2003; Meyer, 2005; Ravitch, 2010).  

In perpetuation of the belief that more hours in the classroom means more learning, 

starting from the 2014-2015 school year, the Hawai‘i state legislature amended a law to increase 

instructional hours from 915 to 990 in all public schools (Hawaii Revised Statutes 302A-251). At 

Laulima High School, this law forced us to rearrange the weekly schedule and add a period to the 

school day in order to meet this new requirement. For instance, we went from having six periods 

to seven, which has actually increased the amount of fine arts and elective teachers in our school 

because of the number of additional minutes per week students must be in an “instructional” 

setting. At LHS, although this amendment has led to an increase in student enrollment in subjects 

like photography, ceramics, dance, and acting, these subjects remain on the list of untested 

subjects on the Hawai‘i State Assessment (HSA), and teachers of the arts continue to be seen as 

supplementary to the core curriculum.  

The widespread belief that math and reading should take precedence over the arts in 

schools existed in the U.S. long before NCLB was signed into law in January of 2002 (Dillon, 

2006). Long-term trend assessments in mathematics and reading have been administered in 

elementary and secondary schools since the early 1970s by the National Center for Educational 

Statistics (NCES), which is run by the Commissioner of Education Statistics in the U.S. 

Department of Education (U.S. Department of Education: Institute of Education Sciences, 2015). 
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Not only have these standardized tests been used for decades as a “measuring stick” of 

achievement in elementary and secondary schools in the U.S., other assessments such as the 

Stanford Achievement Test and the National Assessment of Educational Progress (NAEP) test 

have also been used for decades by states across the nation to measure student achievement 

against the national average.  

Narrowing the curriculum. Although Hawai‘i is among a handful of states to increase 

achievement in both mathematics and reading at the 8th grade level on the most recent NAEP in 

2013 (The Nation’s Report Card, 2013), current Hawai‘i Department of Education 

Superintendent Kathryn Matayoshi gave the state a “C-minus” for the 2015 Smarter Balance 

Assessment (SBA) statewide standardized test results (Mendoza, 2015). Corey Rosenlee, current 

president of the Hawai‘i State Teachers Association (HSTA), warned educators and 

policymakers that these low scores will be most detrimental to students if they lead to “more 

emphasis [being] placed on teaching the test subjects to improve future results” (Mendoza, 

2015).  

This phenomenon, called “narrowing the curriculum,” has been a growing trend in the 

U.S. and has changed the way time is allocated for each subject in countless schools nationwide 

(Berliner, 2011; Byrd, 2008; Covey et al., 2007; Cumming, 2000; Marshak, 2003; Perkins-

Gough, D., 2005; Robelen, 2011). In a study by the Farkas Duffett Research (FDR) Group 

(2012), after surveying 1,001 public school teachers of 3rd -12th graders, researchers found that 

“schools are narrowing curriculum, shifting instructional time and resources toward math and 

language arts and away from subjects such as art, music, foreign language, and social studies” 

(FDR Group, 2012, p. 1). Although the trend of curriculum narrowing reportedly impacts 

elementary schools more than middle and high schools, according to this study, 74% of teachers 
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surveyed believed that “electives, humanities, and the arts are getting short shrift because schools 

are putting so much focus on the basics” (FDR Group, 2012, p. 3). In addition, researchers found 

that there was less time for physical education, playtime/recess, study hall, sports, and electives 

(FDR Group, 2012). In contrast, pressure to perform well on standardized tests led to an increase 

in time spent on test-preparation, the skipping or glossing over essential content, and in many 

cases, rushing to cover content on the standardized tests (FDR Group, 2012).  

Ravitch (2010) shared the following regarding curriculum narrowing since the inception 

of NCLB: 

One of the unintended consequences of NCLB was the shrinkage of time available to 

teach anything other than reading and math. Other subjects, including history, science, 

the arts, geography, even recess, were curtailed in many schools. Reading and 

mathematics were the only subjects that counted in calculating a school’s adequate yearly 

progress, and even in these subjects, instruction gave way to intensive test preparation. 

(p. 107) 

She also disclosed, 

In 2007, CEP4 surveyed a nationally representative group of school districts and found 

that 62 percent had increased the time devoted to reading and mathematics in elementary 

schools, while 44 percent reported that they had reduced the amount of time spent on 

science, social studies, and the arts.” (Ravitch, 2010, p. 108) 

In a report from the National Association of State Boards of Education, a year-long study 

group on the “Lost Curriculum” found that while “the arts are not necessarily ‘lost,’ this subject 

area has often been marginalized and is increasingly at risk of being lost as part of the core 

curriculum” (Meyer, 2005, p. 35). They also revealed,  
                                                        
4 The Center on Education Policy (CEP) 
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Perhaps most alarming are current education reforms, which have inadvertently placed 

the arts at risk as policymakers and administrators, as they comply with new federal 

requirements, choose to narrow the curriculum to reach higher student achievement 

results in a few subjects. (Meyer, 2005, p. 35) 

I have seen this happening over the past 10 years at the secondary level in various 

contexts. At both the middle school and high school levels, meeting AYP (Adequate Yearly 

Progress) remains an esteemed accomplishment, and it also factors into school rankings, which 

are highly regarded by the general public when judging the quality of education each public 

school provides. The consequences for not meeting AYP range from preparing and 

implementing a school plan for increasing students’ proficiency levels in reading and math to 

“corrective actions” including replacing current staff, entering into contracts with outside 

management companies, and allowing current students the choice to attend a “higher performing 

school” (Alaska Department of Education and Early Development, 2011; U.S. Department of 

Education: NCLB/Choices for Parents, 2008).  

Educational triage. To avoid punitive actions for not meeting AYP, some schools have 

implemented “educational triage,” which Gillborn and Youdell (2000) define as “a means by 

which scarce resources are rationed, leaving some to perish while others survive” (p. 133-134). 

This term, which was first coined by Keenan and Van Horn (1979), suggested school systems 

reorganize themselves and rearrange their priorities to emulate the model of major urban 

hospitals so that the majority of patients/students have the best chances of survival, and those 

who are barely hanging on, or close to failure, are left to perish. In a school context, educational 

triage in today’s public schools takes resources from all students and spends them on the “bubble 

kids,” or the students who scored just below passing on the state’s standardized tests. When this 
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happens, both the students at the highest and the lowest ends of the spectrum are left on their 

own, while special attention is given only to those who need a little extra help “[accelerating] 

their achievement to meet the state standards” (Maleyko and Gawlik, 2011, p. 616). 

In the wake of NCLB high-stakes testing, several studies were done to determine whether 

educational triage was taking place in schools nationwide, and some have attempted to debunk 

this phenomenon by claiming that educational triage does not exist in our schools today 

(Springer, 2008; Viadero, 2007). However, these studies mainly looked at test result data to 

determine whether only the bubble kids were showing gains in reading and mathematics on state 

tests. Overall, data pointed to gains in these areas for all students, leading researchers to claim 

that educational triage is not taking place in schools.  

Other less quantitative studies have delved into explaining the existence of, the 

motivation behind, and the use of educational triage in schools/classrooms (Booher-Jennings, 

2005; Jennings & Sohn, 2014; Lauen and Gaddis, 2012). According to these studies, not only has 

the ideology of “[ensuring] a maximum number of survivors by developing an educational triage 

plan” (Keenan and Van Horn, 1979, para. 3) become a lingering philosophy, we can no longer 

claim that the act of singling out students who are very close to being deemed “proficient” on 

state assessments is a myth. In 2007, Margaret Heritage, the assistant director for professional 

development at the National Center on Evaluation, Standards, and Student Testing located at the 

University of California at Los Angeles shared, “I can tell you anecdotally, after visiting many 

states in the last several years, that focusing on the bubble kids is an explicit strategy for many 

districts and schools” (Viadero, 2007, p. 11). Perhaps these incidences are anecdotal, but they are 

still a reality to which I can personally attest. In the following sections I will share additional 

information on the negative effects of top-down educational directives in the state of Hawai‘i. 
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Teaching in Hawai‘i 

The following vignette addresses the most recent change in the teacher evaluation system 

in Hawai‘i, and how it affected me as teacher with more than 10 years of experience in Hawai‘i’s 

public schools.  

Testing Teachers 

We don’t care how long you’ve been teaching. We don’t care about your previous 

evaluations. Starting this year, you are not considered “professional” until you prove it. Read 

the new evaluation system textbook, memorize all the information in the accompanying two-inch 

binder, and be prepared because administrators will be coming to observe you to determine if 

you are “effective” or not. But that’s not all. Make sure you set measurable learning goals for 

each student, share those goals online, administer assessments to see if each student reaches his 

goal, and share all of your results online, as well. By the way, the training sessions for this new 

system are going to take hours and hours of time after school that you used to spend tutoring, 

grading, planning, and volunteering your time to help students. Sorry kids, you have to leave the 

classroom. Mrs. Tengan has another meeting after school today. Goodbye curriculum 

development, collaboration, and morale. Goodbye Mr. Kim, Mrs. Lee, and Mr. Kealoha – best of 

luck in your new schools, new professions, and retirement. Hello EES. 

My voice of frustration in this vignette originated from the ways in which experienced 

teachers were belittled by the new Educator Evaluation System (EES) that went into effect state-

wide in Hawai‘i during the 2013-2014 school year. It was yet another blow to teacher morale, 

which I have seen continually decrease since I first began teaching in the Hawai‘i public school 

system in 2005. 
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Educational policy changes. Over the past decade, much has been done in curriculum 

and instruction to ensure that American children are up to par with children in other countries, 

specifically in math, science, and college graduation rates. Following President George W. 

Bush’s No Child Left Behind (NCLB) mandate, President Obama’s administration introduced 

their Race to the Top (RTTT) program in 2009, asking states to compete with one another for 

“$4.3 billion in grants tied to a range of education reforms” (Khadaroo, 2010), and in 2010, 

Hawai‘i became one of the RTTT grant recipients (McNeil, 2013). The RTTT education reform 

campaign aimed “to improve schools by holding students to higher standards, paying bonuses to 

teachers whose students excel, and replacing the worst schools with supposedly nimbler and 

more intimate charter schools” (Clark, 2010, p. 23). Not only did this plan lead to increased 

pressure on schools to score well on standardized tests by basing, in part, the removal, retention, 

and bonuses/pay of teachers and administrators on student test scores (Onosko, 2011), it 

encouraged states to write grants “promising to adopt the brand-new Common Core and its 

federally funded tests” (Weiss and Hess, 2015, p. 53).  

The new tests, known as the Smarter Balance Assessment Consortium (SBAC) 

assessments, were created with the intent that they would “play a critical role in educational 

systems; provide administrators, educators, parents, and students with the data and information 

needed to continuously improve teaching and learning; and help meet the President's goal of 

restoring, by 2020, the nation’s position as the world leader in college graduates” (U.S. 

Department of Education: Programs, 2014). In contrast to the previous Hawai‘i State 

Assessments, which were based on the locally constructed Hawai‘i Content and Performance 

Standards, the SBAC assessments are aligned with the Common Core State Standards (CCSS), 

which focus on English language arts/literacy and mathematics. The SBAC tests are now used in 
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43 states, and claim to follow “the expectations of colleges, workforce training programs, and 

employers” (Common Core State Standards Initiative, 2016). According to the Common Core 

website, the main goal of the CCSS Initiative is “making sure every student graduates ready to 

succeed in college, career, and life” while also “[promoting] equity by ensuring all students are 

well prepared to collaborate and compete with their peers in the United States and abroad” 

(Common Core State Standards Initiative, 2016). 

Teacher Evaluations in Hawai‘i. Along with RTTT and the SBAC assessments, public 

school teachers working for Hawai‘i’s Department of Education (DOE) have seen dramatic 

changes in the teacher evaluation system. The former evaluation program, known as PEP-T 

(Professional Evaluation Program for Teachers), was only used annually for probationary 

teachers, TTAAs (temporary teachers), and teachers with a previous rating of “less than 

satisfactory.” For tenured teachers previously rated as “Satisfactory,” these evaluations only took 

place “once in 5 year cycle” (State of Hawai‘i Department of Education: Office of Human 

Resources, 2011) up until May of 2013. From the start of the 2013-2014 school year, the new 

Educator Effectiveness System (EES) was put into place “across the DOE’s 255 schools, after a 

two-year pilot at 81 schools” (Hawai‘i State Department of Education, 2014), and has been the 

focus of numerous faculty meetings, trainings, and professional development sessions5. 

Various reports from across the state call attention to an unprecedented level of 

frustration among educators. One teacher from the island of Kaua‘i wrote the following open 

letter to the current Hawai‘i DOE Superintendent Kathryn Matayoshi, and the citizens of Hawai‘i 

voicing her concerns:  

                                                        
5 The state has since scaled back its requirements and adopted a “Streamlined Evaluation” system for teachers who 
previously earned “Effective” or “Highly Effective” evaluation ratings. The purpose of this modification to the 
original EES is to simplify and strengthen teacher practice, but even teachers with “Effective” ratings will still be 
evaluated based in-part on student survey input and the Hawaiʻi Growth Model which compares students’ scores 
from two consecutive years of state assessments.  
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Time spent grading, planning and pursuing professional growth was time I once felt was 

well spent. Now, however, teachers are being bombarded with other tasks. Collecting 

data, test-prep, uploading documents, collecting evidence, filling out paperwork, writing 

SLOs6, rewriting SLOs, meeting after meeting and attending trainings that just don’t cut 

it. . . . Week in and week out these new tasks have been slowly eating away at the heart of 

every teacher I know. Slowly but surely I have felt my passion for teaching steadily drain 

from heart and mind. Having to put so much time and energy into proving to the people 

at the top that I am an adequate teacher has sucked the life out of me. (Kerber, 2014) 

Public schools in Hawai‘i struggle to retain teachers because of the high cost of living, 

low teacher salaries, and poor working conditions in our state (Wong, 2013). Studies have shown 

that if a teacher makes it past the five-year mark, this “likely determines whether a teacher will 

stay in the field” (Associated Press [AP], 2015, para. 4), but teacher turnover remains a challenge 

because of hot, overcrowded classrooms, our micromanaging teacher evaluation system and the 

fact that our public school teachers are the “worst paid in the nation” (AP, 2015, para. 10). It is 

evident that teaching is a highly undervalued profession in Hawai‘i, and because dance education 

is not considered an “essential” subject, dance educators like myself are constantly trying to 

prove our worth, and we ultimately end up fighting for our students and our teaching lines every 

year in order for our positions and our programs to survive.  

Educational Priorities 

 My next vignette addresses the fact that students’ educational needs are shifting, even 

though our school system has not changed drastically since it was first designed to fit our 

country’s occupational needs during the Industrial Revolution (Robinson, 2006).  

 
                                                        
6 Student Learning Objectives 
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Why They Come 

 “Okay, everybody, take a look at your blue registration bulletin. Do you know what 

classes you need to register for next year?” As I look at the faces of my 9th grade homeroom 

students, I can tell they are more excited than usual because today they get to think about what 

they would like to take next year. Of course, they don’t have a choice when it comes to language 

arts, mathematics, science, and social studies, but electives, on the other hand, are the center of 

most conversations around the room. “Fashion design?” “Culinary arts?” “Broadcast media?” 

No one asks me what geometry entails, but I get tons of questions about what the different 

elective courses cover at varying levels. What is interesting to me is how the content of elective 

courses has changed since I was in high school. Clearly there has been a shift, not only in 

student interests, but in the types of courses that will best prepare students for their future jobs, 

careers, and roles as contributing members of society. It is an exciting time for them because 

they get to think about learning something new and useful, and I am excited for them because I 

know what it feels like to look forward to classes that are relevant, interesting, and pivotal in 

shaping who they are now, and who they will be in the future.  

 The vignette above highlights my experiences with students as they plan for their futures. 

Although essential skills to prepare students for life after high school are changing, school 

systems on the whole are not, which is why I believe it is important to offer them relevant 

coursework that addresses both their needs and interests.  

Centralization of power. While most educators have persevered through the new 

demands of RTTT and SBAC, our grit and commitment have not changed the shift in power that 

has been slowly sweeping across the nation. From the start of the RTTT reform, the National 

Education Association (NEA) has voiced concerns over the fact that this program overtly 
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centralizes education systems and fails to empower educators in states, districts, and local 

communities (Brilliant, 2008; National Education Association, 2010). Ravitch (2011) also 

criticizes how the federal Department of Education has increased its control over public schools 

in the U.S. from the start of NCLB through the RTTT initiative by stating the current reform 

program “represents a remarkable expansion of the federal role into what has traditionally been 

the province of state and local decision-making” (p. 6). She goes on to claim that RTTT 

perpetuates the legacy of NCLB by promoting state testing systems with “inflated results,” 

dishonest measures to reach yearly targets, and “a curriculum with less time for history, science, 

and the arts” (p. 6).  

 Core academics versus creativity. In nearly all high schools in the U.S., the core classes 

of math, language arts, science, and social studies remain the same because credits in those 

subjects are what most colleges and universities continue to require for entrance (Robinson, 

2006). However, maintaining status quo educational requirements may not be the most beneficial 

approach to preparing our students to compete on a global stage. Based on the most recent 

Programme for International Student Assessment (PISA) in 2009, which tests 15-year-olds from 

65 participating countries in reading, mathematics, and science, the U.S. was average or below 

average in each of these subjects, while Shanghai achieved the top ranking in all three categories 

(Zhao, 2012). Many Americans viewed these results as shocking because of the obvious 

performance gap between our nation and the highest performing countries, yet, China did not 

celebrate this achievement as outwardly as many had anticipated. The reason, according to Zhao 

(2012), was that China is looking to “transform its labor-intensive economy to one built on 

innovation and creativity” (p. 57). One way to measure entrepreneurial capabilities and creativity 

is to look at the number of unique innovations coming from each country based on the number of 
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patents it receives from the U.S., the EU, and Japan. These are called “triadic” patent filings or 

grants because these countries house the three leading patent offices in the world (Gupta and 

Wang, 2011). In 2008, only 473 patents for innovations originating in China were recognized as 

triadic patent filings, compared to 14,399 from the U.S., 14,525 from Europe, and 13,446 from 

Japan (Gupta and Wang, 2011). After examining PISA scores and proposed entrepreneurial 

capabilities of nations, Zhao (2012) found that “the educational practices and societal factors that 

help students achieve academically may hamper entrepreneurial qualities and reduce creativity” 

(p. 60).  

In addition, if “Entrepreneurship is directly related to economic prosperity and success,” 

(Zhao, 2012, p. 59), and if “Innovation and entrepreneurship provide a way forward for solving 

the global challenges of the 21st century, building sustainable development, creating jobs, 

generating renewed economic growth and advancing human welfare” (World Economic Forum, 

2009, p. 7), then perhaps we need to rethink the value of being an academically ranked nation, 

and focus more on helping students develop their problem-solving skills and creativity.  

In the most watched TED talk to date, well-respected leader in educational reform for the 

21st century, Sir Ken Robinson, speaks about the dangers of an archaic educational system 

(Robinson, 2006). He says, “The whole system was invented . . . to meet the needs of 

industrialism” (Robinson, 2006), which began over 200 years ago. Robinson (2006) goes on to 

say that our outdated hierarchy of school subjects implies that the most useful subjects for work 

are the “core” subjects that students are required to take every year up until graduation. 

Conversely, the subjects that are supposedly the least practical in preparing students for future 

employment are usually categorized as “elective” subjects, and students are often discouraged 

from taking these courses because they will unlikely lead to jobs in the future. Robinson (2006) 
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says, based on the current economic needs of nations around the world, this is “benign advice, 

now profoundly mistaken.” 

Rationale 

Considering all that our school systems have gone through over the past century, we must 

reconsider whether we are truly preparing students for their futures as citizens in a global society. 

As the skills and knowledge needed to grow and prosper in today’s modern world continue to 

shift, Robinson (2006) advocates we need to “radically rethink our view of intelligence.” He 

goes on to say the following: 

We have to rethink the fundamental principles on which we are educating our children. . 

. . And the only way we'll do it is by seeing our creative capacities for the richness they 

are and seeing our children for the hope that they are. And our task is to educate their 

whole being so they can face this future. By the way, we may not see this future, but they 

will. And our job is to help them make something of it. (Robinson, 2006) 

The literature I synthesized above demonstrates that curriculum reform in the U.S. is 

essential if we want to better prepare our children for the future, but little, if any, evidence exists 

to support the idea that eliminating or marginalizing the arts is the answer to the educational 

challenges we face as a nation and within the state of Hawai‘i. Schools that cut the arts from the 

general curriculum to allow for greater focus on “core” or “tested” subjects neglect the fact that 

students have basic needs that are often only met through the arts (Griebling, 2011; Murray-

Harvey, 1989; Robinson, 2006; Stinson, 1997). I believe the arts are not the problem – they are 

the solution. Therefore, my goal is to examine the impact of in-school dance classes on public 

school students’ lives during and after their high school years.  
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Definitions of Terms 

 The following terms have been grouped together in the following table by categories to 

allow readers to make connections and distinctions between those that are based on similar or 

related concepts. The first category is space. In general, people have a “first space,” which is 

usually their home space, and a “second space,” which is usually their work or school space. Our 

identities shift based on which space we are occupying, but there is also a “third space” where 

our first and second space identities merge (Bhabha, 1994). The term “third space place” is the 

physical space where individuals are free to express themselves while exploring their fluid and 

dynamic third space identities, and a “third space dance place” (TSDP), a term I created myself, 

is a physical third space for dancers to do the same. 
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Table 1 
 
Definitions of Terms 
Category Term Definition 

first space First spaces are usually associated with home and family communities and identities 
(Moje et al., 2004). 

second space Second spaces are usually more formal than first spaces, and often include, school, work, 
and church communities and identities (Moje et al., 2004). 

third space Third space is the concept of first and second spaces merging together to form a new, 
more fluid and negotiable space (Bhabha, 1994). 

third space 
place 

A third space place, sometimes referred to as a “public homeplace” (Belenky, Bond, and 
Weinstock, 1997), is “a protected and safe space, both psychologically and physically, 
which invites community members to develop their unique voices, express themselves 
openly, engage with each other, and nurture participants’ leadership potential, especially 
those considered vulnerable and marginalized in their communities” (Timm-Bottos & 
Reilly, 2015, p. 103). The terms “third space place,” “physical third space,” and “third 
space dance place” will be used interchangeably in this paper 

space 

third space 
dance place 
(TSDP) 

I posit, TSDPs are dance places, such as dance classrooms or studios that act as third 
spaces. In this paper, the TSDPs are the dance classrooms/programs at Alexander High 
School, Williams High School, and Kalia High School. 

grounded 
theory 

According to Charmaz (2006), “Grounded theory serves as a way to learn about the 
worlds we study and a method for developing theories to understand them” (p. 10) In this 
paper, grounded theory data analysis methods were used to identify common themes 
across cases (main participants) that were relevant for addressing the research questions 

talk-story 
method 

An interviewing method that employs “talk-story sensibility [and] a loose agenda with 
questions devised for the purpose of stimulating narratives” (Simpson Steele, 2012, p. 41). 

theory 
and 
method 

Third Space 
Theory (TST) 

This theory provides a lens to examine how “oppressed people create a new space within 
official space that functions under rules more beneficial to them” (Benson, 2010, p. 555). 

in-school Subjects/classes taught on school grounds during the regular school day (not before 
school, during lunch/recess, or after school). In-school dance classes do not include 
classes taught in professional companies, private studios, or dance teams/clubs. 

dance 
education 

According to the National Dance Education Organization (NDEO), dance education 
“develops the knowledge and skills required to create, perform, and understand movement 
as a means of artistic communication. A comprehensive dance program includes 
improvisation, technique, choreography, performance, observation and analysis. Exposure 
to dance history and cultures, kinesiology and anatomy, and movement theories further 
enrich the dance education experience” (National Dance Education Organization, 2016, 
para. 2). 

collective case 
study 

A collective case study is a case study that combines multiple cases into a single study. It 
is synonymous with the term“multiple case study.” 

purposive 
sampling 

A non-probability sampling technique used to select specific people with specific 
characteristics/experiences/knowledge to participate in a research project. 

self-efficacy Self-efficacy “influence[s] how people think, feel, motivate themselves, and act. Self-
efficacy is concerned about the perception or judgment of being able to accomplish a 
specific goal and cannot be sensed globally. In order to gain a sense of self-efficacy, a 
person can complete a skill successfully, observe someone else doing a task successfully, 
acquire positive feedback about completing a task, or rely on physiological cues” 
(Zukosky, 2009, p. 93). 

other 

vignette Vignettes in this paper are short personal stories that allow the author/researcher to make a 
personal connection to the literature or the research, and allow the researcher to reflect on 
her position within the study. 
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Chapter Two: Literature Review 

Movement and the Learning Process 

In recent literature, the majority of information pertaining to the impact of movement in 

educational settings comes from physical education, preventative medicine, exercise, sport, and 

health education journals and studies. This information overwhelmingly points to links between 

physical activity and academic achievement, and studies also indicate a growing need to address 

the sedentary lifestyles of our youth in today’s highly technological, virtual, and socially 

networked world. The following summarizes the value of movement in educational settings and 

highlights how educators have utilized movement and dance to teach both the mandatory 

curriculum and dance as an art form. 

Many experts in the field of education suggest that movement is a valuable component in 

the learning process (Blakemore, 2003; Dwyer, Sallis, Blizzard, Lazarus, and Dean, 2001; 

Hannaford, 1995; Hillman, Pontifex, Raine, Castelli, Hall, & Kramer, 2009; Van Dusen, Kelder, 

Kohl, Ranjit, and Perry, 2011; Wolfe, 2001). Not only does it “influence mood and behavior; 

physical movement has also been linked to academic achievement” (Wells, 2012, p. 3) because it 

“helps get students’ brains active, thinking, and building connections” (Wells, 2012, p. 3). Wells, 

(2012) continues, “Considering the associations between movement and academic achievement, 

it should come as no surprise that movement promotes learning. . . . promotes retention of what 

is learned . . . and easier recall of information” (p. 4). Wells (2012) also adds, “While movement 

activities in class clearly have benefits for all students, they may be especially beneficial to 

kinesthetic learners, whose learning needs are often neglected as the traditional classroom 

frequently caters instead to their auditory and visual peers” (p. 4). 

Early childhood education. In early childhood educational settings, it is common 
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practice for students to learn through movement, and for early childhood educators to utilize 

multisensory strategies that allow children to experience hands-on learning through various 

senses simultaneously (Bruce, 2004). In planning their curricula, preschools generally recognize 

the idea that “Children’s ability to control their bodies affects all other areas of development” 

(Wortham, 2002, p. 286), and elementary schools generally observe the concept that “Motor 

development is interrelated with social and cognitive development” (Wortham, 2002, p. 403).  

Decline in movement. Unfortunately, as children mature and move from pre-school to 

elementary school, and later from middle or intermediate schools to high schools, opportunities 

for movement in educational settings decrease drastically (White House Task Force on 

Childhood Obesity, 2010). The Centers for Disease Control and Prevention (CDC), a 

government organization under the U.S. Department of Health and Human Services, stresses that 

children and adolescents (ages 6 to 17 years old) need at least 60 minutes of physical activity 

every day (Centers for Disease Control and Prevention [CDC], 2011). However, a nationally 

representative survey conducted by the CDC found that although “77% of children aged 9–13 

years reported participating in free-time physical activity during the previous 7 days,” a mere 

29% of high school aged students got their 60 minutes of physical activity per day during the 7 

days prior to the survey (CDC, 2013). The unfortunate fact shared by the CDC is that 

“Participation in physical activity declines as young people age” (CDC, 2013) as more and more 

students, especially those in high school, do not get 60 minutes of physical activity on any day of 

the week.  

Clearly, most young people in the U.S. are not observing the CDC’s recommended daily 

level of physical activity, and the consequences of this inactivity pandemic include an increased 

risk for diabetes, obesity, high blood pressure, high cholesterol, asthma, arthritis, heart disease, 
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diabetes, colon cancer, and premature death (CDC, 2013). Fredericks, Kokot, and Krog, (2006) 

point out, while the positive effects of movement programs continue to be widely ignored, “The 

benefits of physical exercise for fitness and health are seldom questioned” (p. 29). The CDC 

asserts that getting the recommended daily level of physical activity helps develop healthy bones 

and muscles, reduces the risk of chronic diseases and obesity, as well as depression and anxiety, 

and also “Improves students’ academic performance, including achievement and grades, 

academic behavior, such as time on task, and other factors that influence academic achievement, 

such as concentration and attentiveness in the classroom” (CDC, 2011). 

Brain research. Although “Research does not consistently [emphasis added] show that 

movement [programs] have a positive effect on learning” (Fredericks et al., 2006, p. 29), recent 

brain research supports the theory that “movement is an integral part of all mental processing” 

(Fredericks, et al., 2006, p. 30). Kokot (2003) also found that “the body, as a sensory-motor 

response system, causes the brain to learn and thus to [organize] itself, rather than the other way 

around” (p. 42). In other words, the body has great influence over whether or not the brain will 

be able to receive and process information, which explains why students have such a difficult 

time learning when they are hungry, thirsty, sleepy, sick, or simply need to use the restroom. 

Past studies have also provided data on how physical activity specifically affects the 

brain. The CDC (2010) explains that “Cognitive skills and motor skills appear to develop 

through a dynamic interaction” (p. 9) because when people move their bodies, blood flows to the 

brain bringing oxygen and proteins that are essential to learning and memory (CDC, 2010). In 

2010, the CDC also conducted a meta-analysis of 43 articles (reporting a total of 50 unique 

studies) on the associations between physical activity and academic performance and found that 

50.5% were positive, 48% were not significant, and 1.5% were negative (CDC, 2010). 
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Implications from this large-scale meta-analysis emphasize the vital role of schools in providing 

“a unique venue for youth to meet the [daily] activity recommendations, as they serve nearly 56 

million youth” (CDC, 2010, p. 5), and suggested schools “offer students a balanced academic 

program that includes opportunities for a variety of daily physical activities” (p. 32).  

According to Blakemore (2003), “movement is an indispensable part of learning and 

thinking, as well as an integral part of mental processing” (p. 22). Not only have past studies 

pointed to the existence of a strong link between physical activity and academic achievement 

(CDC, 2010; Donnelly and Lambourne, 2011; Sallis, McKenzie, Kolody, Lewis, Marshall, and 

Rosengard, 1999; Van Dusen, et al., 2011) scholars have also found that movement can bolster 

learning by decreasing anxiety before taking on academic challenges (Moore and Hibbert, 2005), 

boost brain function (Berg, 2010), and increase both focus and motivation in students (Hruska 

and Clancy, 2008; Woolworth, 2010). Neurophysiologist and educator, Hannaford (1995) 

emphasizes the following: 

The more closely we consider the elaborate interplay of brain and body, the more clearly 

one compelling theme emerges: movement is essential to learning. Movement awakens 

and activates many of our mental capacities. Movement integrates and anchors new 

information and experience into our neural networks. And movement is vital to all the 

actions by which we embody and express our learning, our understanding and our selves. 

. . . Every time we move in an organized, graceful manner, full brain activation and 

integration occurs, and the door to learning opens naturally. Howard Gardner, Jean 

Ayres, Rudolph Steiner, Maria Montessori, Moshe Feldenkreis, Glenn Dolman, Neil 

Kephardt and many other outstanding innovators in the field of learning espouse the 

importance of movement to the learning process. (pp. 96-97) 
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 One well-known movement program, in particular, has capitalized on the ideas above. 

Brain Gym, the infamous component of Dr. Paul E. and Gail Dennison’s “Educational 

Kinesiology” program was developed back in 1985. This “in-depth system of movement-based 

learning” (Dennison, 2006, p. 1) teaches strategies for learners to activate whole-brain learning, 

and is still being taught in more than 40 languages and used in over 80 countries around the 

world by students, teachers, parents, senior citizens, athletes, and businesses alike (Brain Gym 

International, 2011). A number of studies have been conducted on the effectiveness of Brain 

Gym in various settings (Moore and Hibbert, 2005; Murray-Harvey, 1989; Nussbaum, 2010; 

Spaulding, Mostert, and Beam, 2010), and although results vary, the idea of using movement to 

enhance learning continues to interest educators world wide (Castelli and Ward, 2012; 

Chronopoulou and Riga, 2012; Donnelly and Lambourne, 2011; Dwyer, et al., 2001; Fredericks, 

et al., 2006; Kokot, 2003; Moore and Hibbert, 2005; Van Dusen, et al., 2011; Watson, 2005; 

Wells, 2012).  

The Arts Strengthen Curricula 

Along with movement, the arts can also benefit students in school settings. According to 

Jensen (1998), Redcliffe Elementary, a Title I rural school in South Carolina, went from the 

bottom 25 percent of test scores to the top 5 percent in its district over the course of six years 

after adding a strong arts curriculum to its core (p. 87). Winner, Goldstein, and Vincent-Lancrin 

(2013) add, 

An extensive body of correlational data in the United States reveals that students who 

participate in a large number of arts courses (likely a mixture of kinds of arts courses) 

have higher educational achievement (as measured by grades in school and scores on 

verbal and mathematical standardised tests) than those who take fewer or no arts courses. 
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(p. 17)  

A 12-year longitudinal study by Catterall (2009) provided empirical evidence on the 

impact of the arts on students in school, as well as later on in life. Catterall (2009) found that, 

regardless of students’ socioeconomic and language backgrounds, involvement in the arts 

significantly predicted both academic achievement in school and civic involvement as young 

adults. Although we cannot conclude that the arts are the cause of higher achievement, we can 

acknowledge that the arts are linked to achievement, self-efficacy, and learning in other subject 

and skill areas (Brouillette, 2010; Brouillette, Grove, and Hinga, 2014; Catterall, 2009; Kim, 

1998; McMahon, Rose, & Parks, 2003).  

Centralizing the arts. Kratochvil (2009) found that teachers at a K-8 arts-focused 

charter school believed the arts were essential for the following reasons: 1) The arts helped 

students develop creativity, 2) The arts allowed for self expression and increased students’ 

confidence, and 3) The arts education environment gave students a “sense of belonging” (p. 

160), and a “sense of community, which helped students establish a positive attitude about 

school, and led to stronger student performance academically” (p. 160). 

Based on this study, the arts could potentially change the way students view school, as 

some did when The Creative Way School put the arts at the center of their curriculum 

(Kratochvil, 2009). In this school, the arts were utilized as a way to reinforce, support, and 

enhance other content areas, cultivate appreciation of beauty in various forms, and foster 

creativity through the use of the entire body. Instead of sacrificing the arts to emphasize other 

subjects deemed more applicable to modern daily life, The Creative Way School chose to focus 

on developing students’ creativity, imagination, problem solving skills, and their appreciation for 
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the beauty all around them by teaching essential skills and providing students with crucial 

knowledge for the future through the arts. 

Other benefits of the arts. Burton, et al. (2000) share a long list of “cognitive capacities, 

dispositions, and attitudes that have been found to be implicated in arts learning – across visual 

arts, music, dance, and drama – including creativity, imagination, and the ability to think 

critically” (p. 229). In addition, dance as an art form, and a way to understand life, is relevant to 

all students because it can give children avenues to express themselves and communicate ideas 

that are, unfortunately, no longer valued in schools and classrooms today (Graham, 1991). Just as 

Dewey mentioned back in 1938 in Experience and Education, freedom of movement (external 

freedom) and freedom of thought, desire, and purpose (internal freedom) cannot be separated. By 

limiting and sacrificing the art of dance for skills deemed more valuable by high-stakes testing 

standards, we ignore the needs and health of the whole child.  

Dance in the Curriculum 

In the U.S., Margaret H’Doubler, a pioneer in the field of physical education (P.E.), was 

the first to introduce a creative dance course for women within her college’s P.E. department 

(Ross, 2012). H’Doubler taught the first university dance class at the University of Wisconsin at 

Madison in the summer of 1917, and from that point on her pedagogical theories began to spread 

swiftly into other post-secondary institutions, public schools, and theaters across the nation. 

H’Doubler’s well-known book, Dance: A Creative Art Experience (1940), became a landmark 

text on dance education, and many of her students went on to “[head] major dance programs in 

colleges, universities and public and private schools throughout the country” (Ross, 2012). But 

perhaps her most significant contribution to dance education is summarized in the following 

passage by Ross (2012): 
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H’Doubler made her case for dance by showing what it had to offer in the way of lifelong 

learning, and by offering valuable lessons for how each dance student might use the 

experiences of the class to help shape her approach to the world outside. (p. 2) 

Because she was focused more on creating and enabling her students to become teachers 

of dance themselves rather than stage performers, “H’Doubler gravitated toward creative 

movement, movement that resembled problem solving, [and] movement that made the wondrous 

biology of the human body come alive” (Ross, 2012, p. 2). In deviating from traditional forms of 

dance that were “stiff and imitative and that sparked no special experiences or discoveries for the 

students involved in it” (Ross, 2012, p. 1), she successfully invented her own form of dance 

rooted in self-expression and creativity, and paved the way for a brand new discipline: dance 

education. 

Although the roots of dance education are in P.E., dance is now more commonly 

categorized as a fine art in schools because it involves distinct elements of creativity, self-

expression, and communication7. Jensen (2005) groups movement with drama and the arts, and 

advocates that teachers should integrate these three things into our daily curriculum because of 

their essential role in the learning process. He goes on to say, “Brain-compatible learning means 

that educators should weave math, geography, social skills, role-play, science, and physical 

education together, along with movement, drama, and the arts. Don’t wait for a special event” (p. 

66). Furthermore, he emphasizes that teachers should not “save” integrated, interdisciplinary 

lessons for “special” presentations and culminating projects. Students should be allowed to learn 

content in different ways, including through kinesthetic, musical, and spatial instructional 

approaches, and they should not have to wait the entire quarter, semester, or year to be given 

                                                        
7 According to the Society for Art of Imagination, art allows for a connection between the receiver of the art and the 
artist (Society for Art of Imagination, 2010). I use the term “communication” to refer to this connection between the 
artist and the receiver of art. 
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these opportunities. 

We can learn a lot about the importance of dance education from iconic dancer, 

choreographer, and teacher, Martha Graham. Sometimes grouped with history’s most influential 

individuals, Graham is considered one of the most important American artists ever born. As both 

dancer and teacher, Graham (1991) believed that art allows children to connect to whatever they 

are learning, and see things from different perspectives. She also believed that, in addition to 

taking ownership, dance allows children not only to learn about others, but perhaps more 

importantly, to learn about themselves.  

Transfer. Winner et al. (2013) contend that, when examining the impact of arts 

education on other academic disciplines, the idea of “transfer” must first be discussed. In 

educational and psychological research, “Transfer is often taken to refer to learning acquired in 

one domain that generalises to another domain” (Winner et al., 2013, p. 32). They go on explain 

that when dealing with research on transfer, “Transfer is always difficult to demonstrate” (p. 33) 

because a learner’s competence in one unique domain (dance, for example) cannot easily be 

linked to the learner’s competence in a completely different domain (such as mathematics scores 

on a standardized test). Winner et al. (2013) suggest that, instead of using the traditional 

approach to study transfer (examining whether learning in one domain predicts achievement in 

another domain), researchers should “examine whether learning in one domain predicts greater 

preparation for future learning [emphasis in original] in a transfer domain”. In this way, we may 

be able to unearth connections between the arts and how they prepare students to learn in other 

areas. 

Because there are numerous factors to consider when examining the effects of dance 

education on student achievement in other academic disciplines (such as students’ level of 
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motivation, socioeconomic status, the artistic competence of students’ parents, etc.), it is 

extremely difficult to definitively proclaim whether dance has a positive impact on student 

achievement in other school subjects. Nonetheless, numerous studies show the benefits of dance 

in education are abundant (Aldemir et al., 2011; Brouillette, et al., 2014; Hanna, 2001; Kim, 

1998; McMahon, et al., 2003; Silbert and Welch, 2001; Watson, 2005), and several studies point 

to links between the use of dance in the classroom and positive gains in skills, literacies, and in 

other content areas.  

A study by Aldemir, Ramazanoglu, Camliguney, and Kaya (2011) found that, at the end 

of a 20-week dance training period, children in experimental (dance) groups outperformed 

children in control (non-dance) groups on tests of various motor skills. The preadolescent 

children in the experimental group showed noteworthy differences compared to the control group 

in flexibility, coordination, dynamic balance, vertical jump, agility, and long jump. Similarly, the 

adolescent children in the experimental group showed noteworthy differences compared to the 

control group in flexibility, coordination, acceleration, speed, vertical jump, agility, and long 

jump (Aldemir et al., 2011, p. 981).  

Brouillette, Grove, and Hinga (2014) found that theater and dance activities helped 

increase English Language Learner (ELL) students’ knowledge of vocabulary and 

comprehension of stories by participating in Teaching Artist Program (TAP) K-2 classes in the 

state of California. In addition, at the secondary level, a study conducted by Kim (1998) in a 

Korean middle school found that dance enhanced visual-spatial skills, and that, in comparison to 

traditional cultural dance classes, creative dance classes significantly improved students’ creative 

and critical thinking skills.  
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A study was conducted in 16 first-grade classrooms in six public schools in Chicago with 

the help of the Basic Reading through Dance (BRD) program (McMahon et al., 2003). In this 

study, students were asked to use their bodies to form letters of the alphabet and physically 

represent sounds after visualizing the symbols/letters. According to McMahon et al. (2003),  

The results of this study are overwhelmingly positive regarding the impact of the BRD 

program on first-grade students’ reading abilities. The program was so successful in the 

areas of consonants, vowels, and overall phoneme segmentation, that BRD students 

started out lower than control students and then actually performed better than the control 

students on the posttest. In 3 months of first-grade reading instruction, the program took 

low-performing readers and turned them into significantly better readers.” (p. 119)  

Watson (2005) reports her personal experiences in using dance to teach four aspects of 

mathematics related to dance, which included “spatial exploration, rhythm, structure, and 

symbolisation” (p. 16). In her paper, Watson outlines ways in which dance can be utilized to 

increase mathematical literacies, but she also warns that mathematics cannot be learned through 

actions alone. She suggests that educators incorporate kinesthetic experiences associated with 

dance to teach aspects of mathematics, in combination with visualization, diagrams and models, 

followed by the teaching of symbols and technical terms to help summarize the concepts of the 

lesson (p. 17). 

Hanna (2001) shared how dance can be used as an interdisciplinary tool in the following 

reflection on using dance to enhance her Social Studies and English classes as a high school 

teacher and doctor of anthropology:  

I saw first-hand how the language of dance could be a point of entry into academic 

subjects. Students learned different dances then researched their culture and history. . . . 
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Many students (especially those at risk of dropping out of school) are alienated from 

schooling that cuts knowledge into pieces that are unrelated to each other and detached 

from real life. Dance education hooks many such students’ attention through its 

immediate engagement of mind and body. Once students are anchored in dance, other 

educational options present themselves. (p. 44) 

Gross (2011) shared the following on offering dance education in schools: 

Dance education offers distinct educational benefits that are not available in other 

academic subjects. First, according to Dr. Howard Gardner’s theory of multiple 

intelligences, some learners grasp concepts by feeling and embodying information, rather 

than just hearing and/or seeing it. Dance education allows these students to explore 

educational concepts kinesthetically. All students are entitled to an educational 

environment in which they can achieve success, and dance education can reach learners 

who do not excel in traditional classrooms. (p. 2)  

These examples highlight the role of movement and dance as they are incorporated into the 

mandatory curriculum. Sadly, when we consider who has access to dance, it is clear that 

opportunities to learn dance as a part of the general curriculum in schools remain scarce (Allen, 

1999; Parsad and Spiegelman, 2012), and because schools continue to view dance education as 

nonessential (National Center for Education Statistics, 1995) it remains at the bottom of the 

educational hierarchy. 

Dance for dance’s sake. While Winner et al. (2013) have difficulty making definitive 

connections between dance and its impact on student achievement in other subjects, they argue 

that, regardless of the potential transfer of skills from the arts (visual, music, theater, and dance) 

to other subjects, “the main justification for arts education is clearly the acquisition of artistic 
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skills” (p. 261). The artistic skills they are referring to are “not only the technical skills 

developed in different arts forms (playing an instrument, composing a piece, dancing, 

choreographing, painting and drawing, acting, etc.) but also the habits of mind and behaviour 

that are developed in the arts” (Winner et al., 2013, pp. 261-262). They go on to say, 

Arts education matters because people trained in the arts play a significant role in the 

innovation process in OECD countries8: the arts should undoubtedly be one dimension of 

a country’s innovation strategy. Ultimately, however, the arts are an essential part of 

human heritage and of what makes us human, and it is difficult to imagine an education 

for better lives without arts education. (Winner et al., 2013, p. 262) 

Their main point is that artistic skills are just as valuable as the skills taught and acquired 

in other content areas, which includes the skills acquired through dance. 

Dance at the elementary level. In 2011, Gross conducted a study examining “the 

implementation of a dance integration program into primary school curricula” (p. 63) in the 

Midwest. Her dissertation was based on a case study of a program called “the DANCE project,” 

for which she utilized autoethnography, participant observation, qualitative interviews, and 

document analysis. Gross’s (2011) purpose was to “acquire and share insight about one model 

that was developed to create time, space, and energy for dance in education”. The project 

partnered eight teachers with a professional dance company for the purpose of incorporating 

movement into their existing curricula. In exploring the experiences of these teachers as they 

worked with dance professionals to integrate movement into their daily lessons, Gross (2011) 

found the following: 

                                                        
8 The OECD (Organisation for Economic Co-operation and Development) is an international government 
organization established in 1961, with a current membership of 34 countries. Their mission “is to promote policies 
that will improve the economic and social well-being of people around the world” (Organisation for Economic Co-
operation and Development, n.d.).  
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Allowing students time and space to express themselves, to expel energy, [and] to 

explore academic concepts through movement requires a paradigm shift within the 

traditional education system. Participants in the DANCE project have begun learning 

how they, as individual educators, can contribute to changing the learning environment to 

include all students. In essence, they are learning how actually [sic] include every 

student, instead of leaving the alternative learners behind. (p. 152)  

In her study, Gross (2011) witnessed teachers’ opinions of dance education transform as 

they saw with their own eyes the ways in which dance touched their students’ lives by allowing 

students to view dance as a live art form outside of school, and by giving students more freedom 

to move creatively in school. Although the teacher participants felt the experience was intense 

because it challenged their traditional ways of thinking and teaching, the DANCE project 

allowed dance professionals to give classroom teachers useful tools to incorporate movement 

into their lessons. In addition, teachers saw first-hand how dance experiences could benefit both 

traditional and non-traditional learners both in and out of the classroom. After the first year of 

the DANCE project, teachers felt they “gained knowledge, accomplished their teaching goals, 

and contributed to their peers and students’ movement education” (p. 162). Overall, comments 

made by participants in this case study “suggest that the DANCE project served to both enhance 

and confirm participants’ ideas concerning the value and necessity for dance in education” (p. 

146).  

Dance at the middle/intermediate level. In a study of three middle schools, Stinson 

(1997) found that students enjoyed dance classes in school because it allowed them to interact 

socially, be creative (while composing their own dance pieces), move around, release stress, 

express their feelings and themselves, and transcend space and time (go to a special place or get 
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into a “zone”) through dance. She also cautions, “We need to avoid treating dance education like 

medicine that is good for students in order for dance to seem more like other school subjects” (p. 

65). Stinson (1997) suggests that “if we wish [for] students to become more engaged in 

education and make more life-enhancing choices, we need to rethink what is so important that it 

should be required, and how to convince students that [certain things] are important enough for 

them to learn” (p. 66).  

 Dance for all children. In a study that spanned several continents, Bond and Stinson 

(2000-2001) “collected material from approximately 600 young people between the ages of three 

and eighteen from Australia, Canada, the United Kingdom, Saipan, and several states in the 

United States” (p. 54), and after more than a year of data analysis, “identified a range of qualities 

and experiences that appear to be a source of deep meaning and satisfaction to young people” (p. 

56). Students of various ages and backgrounds shared with the researchers what dance did for 

them, what dance meant to them, and how important dance was in their lives.  

 When we closely examine what school-aged children across the globe have to say about 

their own dance experiences, the idea that dance should only be offered in schools if it can be 

used as a tool to teach other academic literacies seems increasingly flawed and irrational. 

Although further research needs to be conducted, current studies point strongly to the idea that 

dance can be extremely valuable as a subject in and of itself.  

Local in-school dance programs. As I have shared above, dance is not just a tool that 

teachers can use on occasion to teach skills and content in other subjects. In addition, dance 

classes do not have to take place strictly in private dance studios, or as an extracurricular “club” 

during non-school hours. Gilbert (2005) points out that, around the world, there are more dance 

programs in private than public schools. Fortunately, there are two well-known public high 
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schools on O‘ahu with very strong dance programs that have been in place for several years. The 

first is my alma mater, Alexander High School, which has been offering creative dance as an 

elective course for over two decades. As interest in dance continues to grow at Alexander, the 

full-time dance teacher recently welcomed an additional teacher in the dance department, and 

their course offerings in dance have expanded to include ballet and tap dance, in addition to 

creative dance. In fact, the dance program at Alexander High School is so highly regarded that 

students from other school districts apply for geographic exceptions (GEs) to Alexander to learn 

dance. In speaking with the current dance teacher at my alma mater, there are “tons” of GEs that 

go there specifically to be a part of the now prestigious dance program. 

The dance teacher at the second school, Kalia High School, founded their formal dance 

program over 10 years ago in 2005. Kalia offers courses in ballet and modern dance, and the 

beginning level classes have more than 25 students in each section. Alexander and Kalia are the 

only two public high schools on O‘ahu with full-time dance teachers, and the dance programs in 

these schools continue to grow as students register for subsequent (higher level) dance courses 

each year.  

Multicultural Education 

The following vignette highlights a need for schools and teachers to empower diverse 

individuals in our schools with the tools necessary to dispute, reduce, and prevent the words and 

actions of those who try to marginalize and “other” them.  

 No Cultural Utopia  

 Hey Gabe. How’d you do on the ASVAB9? 

Junk! Da recruiter asked me, ‘What happened?’ 

                                                        
9 The ASVAB is the Armed Services Vocational Aptitude Battery test that all students take if they are considering 
entering the U.S. military after graduation from high school. 
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How come? 

Cause, Miss… he knows I’m Filipino. But he pointed at my results and said, “Only 

Micronesians score that low.” 

This vignette is an example of how those of the dominant culture, or those in positions of 

power, continue to repress non-dominant cultural groups in schools. Too often incidences like 

these go unnoticed, and/or the actions of oppressors have no negative consequence. I believe it is 

only through deliberate efforts of educators and educational systems to address the need for 

multicultural education in schools that we can combat and distinguish such acts of stigmatization 

and prevent oppressive ideologies from being passed on to future generations. 

Fortunately, I believe dance education has the power to provide learners with a quality 

education regardless of their backgrounds and abilities. As cultures evolve, expand, and flourish 

in our state and throughout the nation, the need for multicultural education in our schools 

continues to grow, and dance education is one way our educational system can transcend 

traditional ideas of learning and teaching that ignore the needs of diverse individuals. Banks and 

McGee Banks (2010) further explain the concept of multicultural education in the following 

passage: 

Multicultural education is an idea, an educational reform movement, and a process whose 

major goal is to change the structure of educational institutions so that male and female 

students, exceptional students, and students of diverse racial, ethnic, language, cultural 

groups will have an equal chance to achieve academically in school. It is necessary to 

conceptualize the school as a social system in order to implement multicultural education 

successfully. Each major variable in the school, such as – its culture, its power 

relationships, the curriculum and materials, and the attitudes and beliefs of the staff – 
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must be changed in ways that will allow the school to promote educational equality for 

students from diverse groups. (p. 1) 

 The need for multicultural education in Hawai‘i is particularly eminent because of the 

extreme cultural diversity within our state. According to data from Hawai‘i’s RTTT Application,  

The students served by HIDOE K-12 schools reflect the State’s and the nation’s racial, 

ethnic, socioeconomic and linguistic diversity. Among Hawaii’s public school students, 

51% are eligible for free-or-reduced lunch, and 11% are English-language learners. 

Hawaii’s immigration history has contributed to a high level of ethnic diversity, and there 

is no majority population in the system as a whole. . . . Native Hawaiian and part-

Hawaiian indigenous students, however, comprise the largest ethnic group in the State’s 

K-12 schools at 28%, with Filipinos following at 21% of the HIDOE’s student 

population. (Lingle, 2010, p. 4) 

 Because Hawai‘i is one of the most diverse places in the world, the need for increased 

attention to various cultures and subcultures within our schools can no longer be ignored. 

Although we have been labeled the “melting pot” of the Pacific, we do not live in a cultural 

utopia (Berman, 2015). Gang violence, racial profiling, and cultural marginalization occur on 

many campuses statewide. In particular, those in the field of education need to be aware of the 

dangers of assuming that all cultures coexist peacefully in our schools, as this belief is naïve and 

unrealistic. Instead, we need to open our eyes and ears and pay attention to even the subtlest 

forms of discrimination and othering because of the isolation, danger, and tragedy to which they 

may lead (Everall, Bostik, and Paulson, (2005); Marsico, 2011; Talmy, 2010).   

 Slattery’s (2006) idea of “disgust” is often evident in the remarks made by those within 

the dominant culture of power. Even though “disgust is often a matter of long-term acculturation 
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that no longer makes sense in a postmodern context” (Slattery, 2006, p. 146), it continues to exist 

in many school settings. In the past, as a teacher of English Language Learners (ELL) I was 

asked by my mainstream students why all the Micronesians hang out in my classroom, and I 

have seen monolingual English-speaking students look at one another and giggle as they listened 

to an ELL student speak with an accent. If multiculturalism is not incorporated into curricula 

consistently, in various forms, these negative ideologies will continue to be passed on from 

generation to generation, and may even escalate to more violent acts of intolerance and hatred.  

Multiple Identities 

With so many cultures and hybridizations co-existing in our nation, state, and locally in 

our schools, the ways in which students want to be identified, and with whom they want to be 

associated become challenging identity issues, especially for adolescents. West (1995) states “we 

all have multiple positions in terms of constructing our identities; there’s no such thing as having 

one identity or of there being one essential identity that fundamentally defines who we are” (p. 

15).   

Liminality. Turner’s (1974) notion of “liminality” refers to “a gap between ordered 

worlds” (p. 13). According to Turner, “in this interim of ‘liminality,’ the possibility exists of 

standing aside not only from one’s own social position but from all social positions and of 

formulating a potentially unlimited series of alternative social arrangements” (pp. 13-24). 

Liminality is also defined as “a state of in-between-ness and ambiguity, as it applies to identity 

reconstruction of people” (Beech, 2011, p. 285), as well as the “realm” through which one passes 

during the journey “from one identity state to another” (Beech, 2011, p. 287).  

Midaltern. The concept of liminality as an invisible “realm” where one’s identity is in a 

state of transformation can also be compared to Moniz and Spickard’s (2006) idea of a 
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conceptual cultural space called the “midaltern.” Their concept of “midalternity” is further 

explained in the following passage:  

Rather than assigning people into static, essentialized, either/or categories, midalternity 

recognizes the existence and importance of multiplicity, thus creating a more precise 

accounting of identities. The fluidity of the midaltern also allows us to take context and 

worldview into consideration. The performance of one’s identity can shift dramatically 

between contexts. Midalternity provides the conceptual space to consider shifts, 

depending on the situation. Midalternity’s recognition of the contextual nature of identity 

allows the potential for one’s identity to broaden beyond just one dimension. (Moniz and 

Spickard, 2006, p. 80)  

Consequently, binary thinking and binary classification of individuals is flawed because 

it ignores those “who do not fit neatly into [binary] categories” (Moniz and Spickard, 2006, p. 

70). In their chapter, “Carving out a middle ground: The case of Hawai‘i” (2006), Moniz and 

Spickard describe how the oppressed members of Hawaiian society are not just those of 

Hawaiian ancestry, how it is possible to “claim membership in more than one social group” (p. 

170), and how there are also those “whose personal cultural values are not consistent with those 

typically ascribed to their particular racial identities”. Luckily, as Moniz and Spickard (2006) 

assert, “The midaltern is a middle space that allows for a better understanding of these kinds of 

phenomena” (p. 70) and can be a valuable way to think about hybrid and multifaceted identities 

that cannot be dichotomized.  

For educators, there are multiple reasons to seek increased understanding of the cultures 

and identities of our students. Sheer acknowledgment of multiculturalism and fluid identities is 

not enough in this day and age – we need to connect with our students on a personal level and let 
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them know that they are valued regardless of their backgrounds and abilities. As we have learned 

in the past, the consequences of not doing so can be disastrous for schools, teachers, students, 

parents, and communities alike, which is why we must reexamine the value of dance education 

in providing students with spaces where they can learn and grow, regardless of who they are and 

where they come from.    

Marginalization and Othering 

 My next vignette is an example of how I was marginalized and othered in intermediate 

school. It was a trying time for me, and I remember waking up each morning dreading the ride to 

school on the bus. Payne (2007) found that even when certain marginalized students receive 

recognition in academics, athletics, and other arenas, this does not compensate the negative 

feelings associated with not being accepted by the popular crowd. This was certainly true for me, 

as I was a second place finisher in my intermediate school’s science fair, and I also excelled in 

physical fitness, yet was never elected to a position on the student council, nor was I ever 

considered “cool” by the kids who supposedly were. 

 From Cool to Uncool  

 President. I was student council president in elementary school. And I had the lead role 

in The Wizard of Oz. I was Dorothy! But now… I’m nobody. I hate riding the bus – no one ever 

sits by me, and those two eighth grade girls tease people’s clothes and hair. I hate going to 

health class, too – Chey is gonna ask me for money… again… And I hate this school’s student 

council – I keep running for offices and losing. Thank God for Ms. Lum’s class. Everybody in 

there is just like me. We’re uncool because we’re smart, but at least we’re all uncool together.   

 In intermediate school, anxiety followed me nearly everywhere I went, but I was able to 

feel comfortable in my “gifted” classes because bullying and teasing happened to a much lesser 
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extent in those spaces. The unfortunate reality is that not all identities are considered a part of 

mainstream culture, which is why othering occurs in schools. According to MacQuarie (2010), 

“the term othering [emphasis in original] is understood as an undesirable objectification of 

another person or group” (p. 3) and is “a process of stigmatization that defines another [person or 

group] in a negative manner.” Current research on the practice of othering in high schools 

focuses on the marginalization of various categories of adolescents, including those with mental 

health disorders (Moses, 2010), students with aggression issues (Farmer and Xie, 2007), non-

heterosexual students (Payne, 2007; Harper, Brodsky, and Bruce, 2012), non-completers (drop-

outs) (Bradley and Renzulli, 2011; Schulz and Rubel, 2011), as well as multiracial/multiethnic, 

multilingual, and immigrant students (Shao-Kobayashi, 2013; Talmy, 2010; Yeh, Okubo, Ma, 

Shea, Ou, and Pituc, 2008). 

Regardless of the type of student or population being othered, the studies mentioned 

above each outline numerous negative effects of marginalization, and suggest that students, 

educators, community members, policymakers, and other stakeholders must increase their 

awareness of and support for marginalized student groups. In addition, to avoid negative 

outcomes such as non-completion, alienation, ostracism, social exclusion, rejection, and 

bullying, educators must rethink current school practices that perpetuate the stigmatization and 

othering of students (Payne, 2007; Schulz and Rubel, 2011; Williams, Forgas, and von Hippel, 

2005).   

Other challenges for adolescents. Ignoring the difficulties individuals who are not a part 

of the “in crowd” face is no longer an acceptable course of action, especially in schools where 

bullying and violence are on the rise (Marsico, 2011). Not only do today’s teenagers struggle 

with the biological and cognitive transformations of adolescence, they must also deal with 
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changes in family structure and roles at home as they gain autonomy, as well as the pressures of 

being associated with different “Crowds,” “Cliques,” and other peer groups at school (Brown, 

2005; Garner, Bootcheck, Lorr, and Rauch, 2006; Solodow, 1999). In addition, ethnic and 

cultural identity, along with self-efficacy and family efficacy, each play a role in shaping and 

defining individuals as they journey into young adulthood and take on new identities along the 

way (Caprara, Scabini, and Regalia, 2006; Oettingen and Zosuls, 2006).  

 In my efforts to reveal the relationships between student marginalization and student 

learning, I have found that few studies attempt to embark upon such a complicated undertaking. 

However, a study by De Venanzi (2012) found that “popular culture’s messages and symbols 

tend to play a fundamental role in constructing the status hierarchies that produce peer 

marginalization in schools” (p. 274). Although he did not attempt to make connections between 

peer marginalization and learning, he offers the following insight: 

My inquiry into popular culture and peer marginalization further found that it is at the 

intersection of factors such as (a) society’s narcissistic culture, (b) schools’ suburban 

locations and their punitive style of decision-making, (c) the idiosyncratic nature of status 

hierarchies in schools; and (d) popular culture’s trivialization of the negative end of its 

code, where we can identify a social niche appropriate for the high incidence of school 

shooting events. (De Venanzi, 2012, p. 274) 

In this study, not only is the marginalization of students linked to violent behaviors, De Venanzi 

(2012) also warns, “peer marginalization and the bizarre forms of violence that usually go with it 

are the end result of the normal and routine operation of society’s systems” (p. 275). This is an 

eye-opening statement by De Venanzi because it underscores the fact that all schools are 
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vulnerable to the results of “risky and counterproductive behaviors teens may engage in to cope 

with the realities of day-to-day oppression and marginalization” (p. 275).   

Dropping out. As I mentioned earlier, the relationships between marginalization and 

learning have not been widely investigated by researchers. However, there is a good deal of 

literature on the reasons why high school students drop out of school. A study by Schulz and 

Rubel (2011) found that the phenomenon of alienation was particularly relevant in the lives of 

five male non-completers. The following is outlined in the discussion of their study: 

The dynamic process of alienation requires more than one negative incident or one “bad” 

teacher. Students reach the point of non-completion after years of feeling less familiar, 

less considered, less teachable, and less likeable. Alienation is attributed to both school 

and home environments; participants described specifically how each impacted their 

ability to achieve academically and socially. . . . While not all school success correlates to 

belonging or connectedness, schools that offer programs grounded in the building of 

relationships can counteract disengagement leading to alienation. (Schulz and Rubel, 

2011, p. 293) 

  A special report on the high school drop out epidemic in the U.S. by Azzam (2007) 

outlined five main reasons students leave school, including (a) boredom, (b) missing days and 

not feeling able to catch up, (c) spending time with people not interested in school, (d) having 

too much freedom and not enough rules, and (e) failing (p. 91). Here are some additional 

suggestions from non-completers on how to increase completion rates:  

• Improve instruction and supports for struggling learners. These include better 

teachers, smaller classes, more individualized instruction, more tutoring, and extra 

time with teachers. 
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• Improve school climate. A majority of students believed that schools need greater 

supervision and classroom discipline. More than half said schools should do more to 

protect students from violence. 

• Ensure that students have a relationship with at least one adult in the school. Only 56 

percent of students said that they could go to a staff person for help with school 

problems; only 41 percent said that they could talk to an adult in school about 

personal problems. (Azzam, 2007, p. 91-92) 

This information is relevant because it shows that students long for more attention from, and 

better relationships with, their teachers in schools, which points to their need to feel included, 

safe, and cared for – the opposite of being othered. 

The need to connect. A study by Loukas and Pasch (2012) found that “school 

connectedness offset the impact of overt victimization” for female adolescents, and a study by 

Rivera-McClutchen (2012) found that “a small urban high school that developed a culture 

devoted to caring for their historically underserved students” (p. 653) led to “short-term 

successes including increased graduation rates and increased student engagement” (p. 675). 

Another study by Peters (2011) found that the establishment of a small high school of 

approximately 400 students, with an instructional focus of “intense academics, college readiness, 

and student social support” (p. 93) has been largely successful due to district support, teacher 

professionalism, and personalization [emphasis added]. According to these studies, 

connectedness, caring, and personalization are key factors in keeping students actively engaged 

in school and away from the margins that often pull them into alternative schools or push them 

into dropping out. 
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In their research, Farmer, Lines, and Hamm (2011) also suggest, “teachers have the 

unspoken and perhaps unrecognized responsibility to establish an invisible hand that promotes 

self-directed, autonomous, and developmentally productive peer experiences” (p. 249) and that 

educators are in a unique position to positively impact students’ “peer relationships and their 

broader interpersonal growth” (p. 247). Therefore, it is evident that, although marginalization is 

inevitable, educators play a vital role in minimizing the othering of students in schools and 

improving the learning environment for all.  

In her research on young women who had left traditional schools before graduation to 

attend alternative schools, Jonsberg (2000) found that a common thread among her students was 

that, in their traditional high schools, they felt lost, isolated, and afraid (p. 27). Jonsberg (2000) 

exposes the fact that schools treat “all who are not of the dominant class” (p. 28) as strange and 

abnormal, including non-White students, female students, and students of low socioeconomic 

status, as well as “gay students, language minority students, students with any kind of disability, 

probably also ‘computer geeks,’ nascent artists dressed in black, awkward too-tall daydreamers, 

[and] all students who are for any reason disconnected or in any way special” (Jonsberg, 2000, p. 

28). She goes on to say that,  

Too often we fail to take time . . . time to get to know our students, find out who they are, 

what they are interested in, what joy and what anguish travels with them in class and out. 

. . . We do not take the time . . . to help our students make meaning of their lives, of the 

swirl of events around them, of the confusions and complexities of the fast-paced, often 

overwhelming world in which they find themselves. (Jonsberg, 2000, p. 28) 

Alternative school students. A research project by Aaltonen (2012) examined two 

programs intended to support Finnish students “on the margins of school” (p. 223). This study 
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found that of the 32 ninth grade participants (16 boys and 16 girls), “Many had a history of, or 

were still struggling with, disengagement from school, delinquent behaviour and/or use of 

intoxicants” (p. 223). Although the majority of these students felt they did not fit in to traditional 

educational spaces, alternative school programs like the one examined in this study “[provided] 

young people with physical and temporal distance from the past that may [have enabled] a more 

positive redefinition of their learner identity compared to the identity developed in their old 

schools” (p. 231). In this study, the taking on of new identities helped students “make sense of 

their past educational careers and imagine feasible futures for themselves” (Aaltonen, 2012, p. 

232). 

Non-heterosexual students. Like the students in Aaltonen’s (2012) study, adolescents 

whose sexual preferences are not classified as heterosexual, and those who do not identify with 

their assigned gender at birth, are a highly marginalized group both in and out of schools. 

Although Lesbian, Gay, Bisexual, and Transgender (LGBT) individuals have been present 

throughout history, they remain overtly stigmatized and are habitually othered by mainstream 

society. This makes it very difficult for non-heterosexual teens to form positive adolescent 

identities. In general, “outlets are not being provided for these youth to explore their identities 

and allow for a healthy and positive development” (Harper et al., 2012, p. 25), putting LGBT 

teens at a higher risk for depression, suicide, substance abuse, and other negative physical and 

mental health problems. Since “The fundamental task that individuals face during adolescence is 

defining their identity” (Crocetti et al., 2008, p. 983), it is becoming more and more essential that 

educators address the struggles of LGBT adolescents in our educational systems. 

 A study by Payne (2007) of lesbian students’ experiences in high school revealed that this 

group of young women ultimately “felt that high school was not a place for them” (p. 77). No 



 

61 
 

 

amount of attention or validation in the arts, athletics, and academics, could make these young 

women feel genuinely accepted by the popular crowd because “The institutionalized heterosexist 

culture defines popular [emphasis in original] as being straight and attractive, marginalizing 

lesbian youth from the high school social scene” (Payne, 2007, p. 77). Even though this study 

focused on the othering of non-heterosexual adolescent girls, in concluding this literature review 

it is evident that many different types of students experience marginalization, especially in their 

middle school and high school years. 

Concluding Commentary 

 When I was an 11th grader in high school I noticed that my dance classes offered a sense 

of comfort like Ms. Lum’s class, not only to myself, but to many other students, as well. I had 

one friend in particular who seemed to drift from peer group to peer group, never really seeming 

to find a permanent acceptance into any given crowd or clique. However, this did not seem to 

matter when were in our dance class. In the dance classroom, which was our school’s 

auditorium, we pretty much considered everyone in the room a friend, which alleviated the need 

for us to create tight cliques because our dance teacher taught us to accept and get along with 

each person in the room, regardless of who they were outside of the auditorium doors. There was 

a culture of inclusion and a feeling of freedom in this space because we did not need to prove to 

anyone that we were “cool” enough to belong.  

Summary 

Past research studies and my own personal experiences have highlighted the fact that the 

othering of individuals in schools cannot be overlooked. Teachers, counselors, administrators, 

policymakers, parents, and students must open their eyes, not only to see how we marginalize 

students in educational settings, but to find ways to evolve from a culture of othering to a culture 
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of inclusion. Specifically, dance education should no longer go ignored or unnoticed as it is a 

viable avenue to provide students with opportunities to be themselves in safe spaces and increase 

their knowledge of history and the arts, while at the same time developing their creativity and 

problem-solving skills so that they may become relevant and effective contributors to and 

participants in today’s modern society. With all the obstacles students face in schools today, 

including marginalization, othering, and an overall lack of school connectedness that often leads 

to violent acts or dropping out, the need for dance as a subject in the regular curriculum of 

schools is greater than ever. Not only do studies show that movement is essential to learning, a 

growing number of studies “illuminate the profound and complex intellectual and emotional 

processes involved in learning the arts, and the interrelationships between those processes and 

student learning and development in other areas of school and life” (Stevenson and Deasy, 2005, 

p. xiii). The literature above ultimately points to a need for third space dance places in schools, 

which is the topic of the next section of my paper. 

Theoretical Framework 

As children become adolescents, they begin to explore and to take on new identities as 

teenagers and eventually as young adults (Brown, 2005; Caprara et al., 2006; Garner et al., 2006; 

Oettingen and Zosuls, 2006; Solodow, 1999). Particularly during the transition from childhood to 

adulthood, students take on hybrid identities with fluid properties that allow them to constantly 

redefine themselves and the communities to which they belong (Davis, et al., 2005; Davis, 2006; 

Spinks, 2002). Post-colonial and cultural theorist, Bhabha (1994), first coined the term “third 

space” based on the idea that when we look at differences between cultures there is an “in-

between” space where culture and identity are reinvented and redefined. In this dynamic space, 
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individuals can take on hybrid identities that need not be classified, labeled, nor judged as they 

traditionally have in the past.  

The concept of third space. The concept of third space continues to be adapted for use 

in various fields, but generally still refers to a space created when two or more spaces merge to 

form a new, more fluid and negotiable space (Belenky et al., 1997; Moje et al, 2004; Sterrett, 

2015; Timm-Bottos and Reilly, 2015). These merging spaces may include, but are not limited to, 

communities, cultures, ideas, and people’s identities.  

The concept of third space can also be thought of as an interaction. In the 1920s, visual 

artist Paul Klee proposed there is sometimes an “in-between” space that is created between a 

work of art and the viewer of the art (Hannula, 2001, para. 11). In this special space, it is possible 

for a work of art and the receiver of the art enter into a relationship “where both parties influence 

each other” (Hannula, 2001, para. 12) in an “encounter, which possibly creates the third space” 

(Hannula, 2001, para. 11). Stevenson and Deasy (2005) added, “A similar third space is opened 

in the process of creating [emphasis in original] a work of art” (p. 10). In this type of third space, 

artists and mediums come together to “try out and explore new ideas” (Stevenson and Deasy, 

2005, p. 10) for the purpose of creating a piece of art that is meaningful and “stands on its own” 

(Stevenson and Deasy, 2005, p. 10). This is also a space where artists can “take on new identities 

. . . as they explore relationships and meanings with others in the space” (Stevenson and Deasy, 

2005, p. 11).   

Third Space Theory. Originally, Bhabha’s (1994) Third Space Theory provided a lens 

to examine how “oppressed people create a new space within official space that functions under 

rules more beneficial to them” (Benson, 2010, p. 555). In this study, I used Third Space Theory 

to take a closer look at how dance classrooms functioned as this type of “new space within 
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official space” (Benson, 2010, p. 555) in three public high schools on O‘ahu. According to Pane 

(2007), Third Space Theory recognizes that “First and second spaces are binary, often 

competing, categories where people interact physically and socially” (p. 79). In the context of 

my study, high school students’ binaries could be home and school, street knowledge and 

academic knowledge, or family and peers, just to name a few. However, Third Space Theory 

allowed for the merging of traditional spaces, as well as the generation of completely new third 

spaces, including third space identities and third space places.  

Dance as a third space. Certo, Cauley, and Chafin (2003) recommend educators must be 

sure to “attend to the quality of student learning and relationships” (p. 705) in schools. Certo et 

al. (2003) go on to explain, student success is influenced by the following: 

Students need to feel that they belong to their school community – that they are accepted 

and respected by peers and teachers. They need to feel competent and in control of their 

learning, with opportunities to make decisions and work toward personal goals. Clearly, 

students who feel that they belong behave differently from those who feel they do not. 

Students who experience a sense of belonging have more positive attitudes toward 

school, teachers, and peers, participate in more school activities, and interact with peers 

and adults in prosocial ways. Students who have a sense of belonging also show higher 

academic engagement and achievement. (pp. 705-706) 

With this in mind, we may infer that third spaces can help adolescents increase learning, 

develop quality relationships with others, and improve academic engagement and achievement. 

Likewise, the absence of third spaces could lead to students feeling rejected and alienated, which 

can lead to increases in behavioral problems, lower interest and lower achievement in school, 

and over time, feelings of isolation and ostracism may ultimately lead to students dropping out of 
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high school (Certo et al., 2003, p. 706). At such a delicate and tumultuous time in their 

adolescent lives, I believe high school students should be given as many opportunities to explore 

and take on identities that increase their sense of belonging in school, and for some individuals, 

dance education is the vehicle that can provide them with exactly what they need to grow, learn, 

and thrive. 

Many students need a third space where they can develop and embrace new hybrid 

identities, and express themselves physically and artistically in a safe, nurturing, and accepting 

environment. When we open up third spaces that provide students with venues to explore their 

ever-changing identities we provide them with opportunities to relax and be themselves amongst 

their peers without fear of being judged or marginalized. The following are examples of studies 

that explored the ways in which dance became a third space for students. Although the 

researchers in these studies did not use the term “third space” in their theoretical frameworks, 

data analyses, or conclusions, their data pointed to the presence of third spaces created by dance 

classes, dance teachers, researchers, and dance students.  

Third space for a gay male student. Risner (2002) supported the idea of the dance 

classroom as a third space place where students can escape the harsh realities of their outside 

worlds and transform from troubled individuals into confident, accepted human beings. Gay 

culture in dance is an area in particular need of social action because, according to Risner (2002), 

“While recent research in the United States indicates that gay and bisexual men comprise half the 

male population in dance, a very limited amount of scholarship focuses on the experiences of gay 

men and boys in dance education” (p. 63). Dance classes can provide these individuals with an 

escape from the cruelties and disparagement in their daily lives, as evidenced in the following 

passage by a gay male dance scholar on what dance meant to him in his childhood: 
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As a child, I found the dance studio a seemingly safe place for my retreat - a magical, 

transformative locale for me and my teacher, Miss Janice. Saturday dance classes held at 

the old junior high school allowed me to evade the bullying that I endured daily in school 

and at home. In my jazz and tap classes I did not worry about being cornered in the boy's 

room, beaten on the playground, or harassed by my older brothers. Bigger than life, Miss 

Janice provided a weekly escape for me, a retreat from a beleaguered family 

environment, a brief interruption from the chiding and teasing at school, a respite where 

my confused sexual identity did not seem important. Because girls had always been my 

primary playmates, the dance studio environment was a very comfortable one. (Risner, 

2002, p. 67) 

 Not only did this dance student feel that his dance classes provided him with a third space 

to “escape” the bullying and harassment he endured in the first (home) and second (school) 

spaces in his life, dance class was also a place where he felt accepted into a community of 

(female) peers who did not judge him based on his sexual orientation.  

Third space for teenaged girls. Female students also found ways to “escape” from 

everyday pressures and struggles through dance. A study by Margolin (2009) in Toronto, Canada 

aimed to discover the impact of an after school creative dance, reflection, and meditation 

program on teenage girls’ identities and self-perceptions, and found that the dance studio in 

which she ran her program became a “safe haven” for the female students in her study, and 

allowed them to express themselves freely, without fear of being ridiculed or criticized.  

Because many girls are increasingly preoccupied with looking as thin, fair, and as 

glamorous as the women they see in magazines, in movies, and on television, their negative self-

images can cause them to “compete and torment one another, hate themselves, and turn to drugs 
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and alcohol to self-medicate” (p. ii). According to Margolin (2009), the danger of self-loathing 

for pre-teen and teenaged females is that they will often underestimate their physical and 

academic abilities, experience decreases in confidence and self-esteem, and steadily lose their 

powers to realize their own wants, needs, goals, and desires.  

Margolin’s (2009) case study of 4 teenaged girls between the ages of 16 and 18 utilized 

narratives, poetry, and autoethnography to reflect the experiences of the researcher and her 

students as they collaborated to “[empower] themselves to resist oppressive discourses and [go] 

beyond words to embrace the bodyself10 through connection and creative dance” (p. iii). As a 

result, participants were able to share their distinct backgrounds, complicated life struggles, and 

future aspirations through movement, reflection, and conversation. In addition, Margolin (2009) 

said, 

[the girls] accessed the depth inside them and felt themselves as they desired [emphasis 

added]. They felt safe and took off their emotional ‘armour’ to be with one another and 

[the researcher]. In the emotional, cognitive, and spiritual world of an adolescent girl, this 

is an extraordinary event. (p. 237)  

Not only did these high school students learn to respect their bodies and minds, they 

learned to accept one another. Although they faced various home, school, and social challenges 

outside the dance venue, in their short time together they were able to generate positive 

relationships amongst themselves, and improve their overall individual self-concepts. While 

research confirms certain forms of dance and specific conditions within the dance environment 

                                                        
10 Margolin (2009) refers to an individual’s bodily self-concept, and the connection between the body and 
soul/mind, as “bodyself”. 



 

68 
 

 

contribute to dancers developing negative body images11, the female adolescents and the 

researcher in this study utilized “somatics,” which, according to Oliver (2008), allows 

individuals to shift their focus from outward appearances to “the internal sensing of the dance 

experience” (p. 24) while “[increasing] feelings of connectedness to others” (p. 23).  

Third space for middle school adolescents. In Stinson’s (1997) study of adolescent 

engagement in dance education, 52 students from three different middle schools were asked 

about their dance experiences in face-to-face interviews. The following is a passage from 

Stinson’s “Analysis of Findings,” which includes numerous quotes from adolescent students on 

the importance of having a space for dance in their lives:  

A number of students found dance helpful because “it gets your stress out.” Agatha 

remarked that “Dance is like being at home, listening to the stereo,” while Kim added, “It 

sort of like calms you down from being so grumpy about doing a lot of . . . written work.” 

Winona cautioned, “It’s sort of a nice let go feeling of aaahh, but you still have to pay 

attention and stuff.” (Stinson, 1997, p. 58)  

Certainly the stress-releasing effect of exercise is no secret. However, some students 

noted that dance gave them a temporary vacation from their troubles. Katie stated, “You go to 

dance, you kind of relax, you forget about stuff.” Similarly, Nike stated, “If I have a problem I 

just dance around. . . . When I’m dancing it just seems to take my mind off a lot of things.” 

Charlotte told [Stinson], “[dance] just takes your troubles and throws them away for the day.” 

Tom also stated, “If you’ve got like a problem and you start to dance . . . you’re just thinking 

about dance, you’re not thinking of anything else” (p. 58). 

                                                        
11 According to Oliver (2008), the conditions that contribute to dancers developing negative body images include “a 
competitive environment, negative comments from the teacher about students’ bodies, tight-fitting dance clothes, 
and the constant use of mirrors” (p. 24). 
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Although some of the middle school students in this study did not look forward to, nor 

did they enjoy, their in-school dance classes, many students found great value in being able to 

dance in school. Stinson (1997) reported that several students appreciated being able to focus and 

concentrate at a higher level, express themselves, get to know themselves better, and even begin 

to love themselves more (pp. 58-60). Stinson’s (1997) participants also mentioned an increased 

sense of freedom in their dance classes, and a different set of rules, which students further 

explain in the following passage:  

Joseph clarified that “Some of the rules [in other classes] are the same as dance, but I 

think dance is more open.” Dare noted that freedom in dance came from a sense of 

security: “You’re just your own free person there, you can’t feel embarrassed, ‘cause 

everybody in there makes mistakes.” (Stinson, 1997, p. 60) 

 Finally, Stinson (1997) shared, “Some students alluded to experiences in dancing in 

which they transcended space and/or time” (p. 60). Here is what the adolescents in Stinson’s 

study had to say about transcending worlds through dance: 

Lorax commented, “I just let dancing take me where it wants me to go, “ while Leslie 

added, “Once I start dancing, it feels like I’m wherever I want to be.” Lovena said that 

place was “a world of imagination.” Yelnik told [Stinson] that “my goal, every time, is 

just to get in that zone where everything around me just seems to dance, and I can do 

anything I want.” (Stinson, 1997, p. 60) 

Third space in high schools. In another study by Bond and Stinson (2000-2001), several 

high school students also shared their experiences of transcendence through dance. The 

following are direct quotes from participants in this study: 
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When I’m dancing . . . like, I’m the only person in that little world. I have my own little 

world I can go to. Then I come back to earth. (Bond and Stinson, 2000-2001, p. 67) 

 It don’t seem like you’re at school, it seems like you’re at home. Time goes by so 

fast when you’re in dance. (p. 67) 

 It’s like an escape place . . . it gives you a whole nother way of mind, a whole 

nother way of thinking. (p. 67) 

These are salient examples of how in-school dance classes provided students with third 

spaces in which they were able to transcend space and time, escape reality, see things from 

different perspectives, and think in ways that were normally not acceptable outside of their dance 

classrooms. Not only did dance help them express themselves and connect with others on a 

deeper level, their third space dance places were safe environments where they could break free 

from the affective variables (motivation, self-confidence, and anxiety) (Krashen, 1982) that often 

hindered them in other arenas of their lives.  

 In summary, the studies in this theoretical framework reveal how dance classes provided 

students with third spaces by allowing students to experience one or more of the following: (a) 

Being and expressing themselves (Stinson, 1997; Risner, 2002; Margolin, 2009), (b) Shed 

preconceived notions of themselves and take on brand new or hybrid identities (Bond and 

Stinson, 2000-2001; Margolin, 2009), (c) Release stress and escape everyday problems, 

pressures, and struggles (Stinson, 1997; Risner, 2002; Margolin, 2009), (d) Begin to know 

themselves better and improve their self-concept (Stinson, 1997; Margolin, 2009), (e) Feel safe 

to make mistakes and try new things (Stinson, 1997), and (f) Generate positive relationships with 

others and develop a sense of belonging in a safe/nurturing community (Risner, 2002; Margolin, 

2009).  
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 These are the ways in which dance provided students with third spaces in past dance 

education studies, to which I will return in my data analysis. At that time I will examine my own 

data through the lens of these six categories, while remaining open to the emergence of 

additional categories through the use of grounded theory methods for my data collection and 

analysis.  

Chapter 3: Methods 

This is a qualitative collective case study examining the in-school dance experiences of 

individuals who graduated from three different public high schools on O‘ahu. According to 

Creswell (2013), “A case study is a good approach when the inquirer has clearly identifiable 

cases with boundaries and seeks to provide an in-depth understanding of a case or a comparison 

of several cases” (p. 100). Additionally, Yin (2014) described case study as a relevant method 

when research questions call for “an extensive and ‘in-depth’ description of some social 

pheonomenon” (p. 4). In this study, the phenomenon under investigation is dance as a third space 

place, or third space dance places (TSDPs), and their role in three different cases (my three main 

participants).  

Like well-known dance education researchers, Bond and Stinson (2000-2001), I “felt a 

compelling need to understand how young people experience dance and what it means to them” 

(p. 52). My study utilized the talk-story method of interviewing, narrative research techniques, 

and grounded theory data analysis methods to explore how in-school dance classes provided 

public high school students on O‘ahu with TSDPs where they could experience some valuable 

phenomena that the first and second spaces in their lives did not always provide. I also used 

grounded theory data analysis techniques from Charmaz (2007) and Gallicano (2013) to extract 
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emergent themes from my data on the impact of dance as a third space place in the lives of my 

three main participants during and after high school.  

Philosophical Assumptions 

According to Creswell (2007) qualitative researchers must make their assumptions and 

beliefs about the world and the way they see it explicit throughout their research and reporting. 

These beliefs “inform the conduct and writing of the qualitative study” (Creswell, 2007, p. 15). 

The following table, an adaptation of Creswell’s (2007) Table 2.1 (p. 17), outlines my own 

assumptions, paradigms, and frameworks that shape the content and inquiry of this research 

project.  
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Table 2 
 
My Philosophical Assumptions12 
Type of 
Assumption 

Questions this 
Assumption Poses 

Characteristics of this 
Assumption 

Implications for Practice 
(Examples) 

Ontological What is the nature of 
reality? 

Reality is subjective, 
multiple, and fluid for myself, 
and for the participants in this 
study. 

Different perspectives are explored 
and the words of the participants 
(quotes and themes), as well as my 
own, are shared and analyzed 
throughout the study. 

Epistemological What is the 
relationship between 
the researcher and the 
participants? 

I work to break down 
researcher-participant barriers 
to increase collaboration and 
encourage the co-construction 
of meaning. 

I constantly work on developing 
and sustaining relationships with 
each main participant. Contact with 
each main participant continues 
throughout the duration of the study 
and beyond. 

Axiological What role do the 
researcher’s values 
play in the research? 

I acknowledge that all 
research is value-laden and 
that although preconceptions 
and predispositions are 
always present, they need not 
be look at as negative biases. 

I openly share my own life 
experiences and try to make my 
own values as transparent as 
possible by sharing my thoughts, 
experiences, and interpretations 
throughout my dissertation. 

Rhetorical How will the research 
be worded and what 
style of writing will be 
used? 

I use qualitative terminology 
and employ a narrative style 
of writing in the first-person. 

I aim for my writing style to be 
engaging and personal. “I,” “we,” 
“our,” and other pronouns are used 
throughout the writing. 

Methodological What research process 
will be used in this 
study? 

In this collective case study, I 
use Third Space Theory as a 
theoretical framework, and 
narrative and talk-story 
research methods to examine 
the impact of dance on the 
lives of my main participants. 
Grounded theory techniques 
are used to code and analyze 
data. 

I start by describing myself and my 
participants in detail, as well as the 
context of my study. Throughout 
my research process I revise 
questions and attempt to uncover 
deeper meanings after each 
experience in the field. I do not 
make generalizations, but focus on 
the practical implications of my 
research. 

 
Narrative Research 

 According to Moen (2006), “For most people, storytelling is a natural way of recounting 

experience, a practical solution to a problem in life, creating reasonable order out of experience” 

(p. 20). She also expounds, “Narratives capture both the individual and the context” (p. 4) and 

narrative research techniques “[focus] on how individuals assign meaning to their experiences 

through the stories they tell” (p. 5). After speaking with three public high school graduates who 

                                                        
12 This table is an adaptation of Creswell’s (2007) Table 2.1 from p. 17 of his book, Qualitative Inquiry & Research 
Design: Choosing Among 5 Approaches. 
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took dance as a part of the general curriculum, their high school dance teachers, and their 

friends/family, I reconstructed narratives for each of my main participants after triangulating data 

from different data sources and fusing perspectives and recollections of how third space dance 

places impacted my main participants during and after high school.   

Talk-Story Method of Interviewing 
 

In Hawai‘i, “Talk-story is a method of sharing the incidentals that shape daily existence – 

creating relationships and locating commonalities” (Simpson Steele, 2012, p. 39). As someone 

who was born and raised in Hawai‘i, I can speak as an insider about this concept. When we say, 

“Let’s talk story,” it means we want to speak informally, in a relaxed manner, about whatever is 

going on in our lives that we feel like discussing. According to Simpson Steele (2012), it is also a 

research methodology that employs “interviews with a talk-story sensibility, a loose agenda with 

questions devised for the purpose of stimulating narratives” (p. 41). Although my study began 

with artifact analysis and questionnaires for prospective participants who took dance in their 

public high schools, almost all of my data are centered around this “talk-story” method of 

interviewing. 

Research Questions 
 

 For this study, the driving research questions were: 
 

1) How did dance classes act as third spaces in the lives of students from three 

different public high school dance programs on O‘ahu? 

2) What was the impact of third space dance places on the lives of the three main 

participants in this study? 
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Data Sources 

My data sources for this study included (a) artifacts (such as school websites and high 

school registration booklets), (b) questionnaires completed by my main participants, (c) 

interview transcripts, and (d) personal communication emails.  

Artifacts. For this study, I started off looking at websites to find out how many public 

high schools are on O‘ahu, and then I began to investigate how many of those schools offer 

creative dance as a part of their general curriculum. To do this, I browsed official school 

websites and found that most of them contained links to their registration catalogs for the 

upcoming 2016-2017 school year. In examining those registration catalogs, I was able to 

determine how many schools are currently offering creative dance as an elective course. For the 

schools that did not publish their registration catalogs online, I emailed their fine arts department 

heads, registrars, or principals to find out if their schools currently offer creative dance, and 

whether they planned to offer creative dance for the upcoming school year.  

Questionnaires. The questionnaires for former dance students in public high schools on 

O‘ahu included six open-ended questions asking them to describe what they recalled about their 

in-school dance experiences, how those experiences impacted their lives in and out of school, 

how they are still involved in dance, their current opinions on schools offering dance courses in 

the general curriculum, and whether or not they felt their in-school dance classes acted as third 

spaces when they were in high school (See Appendix D). 

Interview transcripts. Interview questions for the former participants in high school 

dance programs on O‘ahu were constructed based on their answers to my questionnaire 

questions. Initial interviews lasted between 25 and 75 minutes, and follow-up interviews, which 



 

76 
 

 

were only done with Pomai, Daniel, and Travis, lasted between 21 and 62 minutes. I used the 

“interview guide approach” for each interview so that I could modify the “sequence and working 

of questions in the course of the interview” (Cohen et al., 2007, p. 353) while further exploring 

my participants’ initial questionnaire responses on the ways in which in-school dance programs 

impacted their lives as high school students, and the long-term effects of those experiences on 

their present lives. I incorporated the talk-story interviewing method to help my participants feel 

comfortable in sharing about their lives, and encouraged them to reflect on their first space 

(home), second space (school/church/friends), and third space (dance) experiences to give their 

narratives both background and context. Before each interview, I asked participants if I could 

audio-record their interviews, to which they agreed. During each interview I took field notes on 

my interview guides, and after each interview, recordings were transcribed by a transcription 

company as soon as possible. Upon recieving my transcribed interviews back in digital format as 

email attachments from professionals working for a transcription company, I re-listened to each 

recorded interview with the transcripts in hand, and edited the transcripts line-by-line as needed 

to obtain optimal accuracy.  

Some tailored interview questions based on the questionnaire answers from individuals 

who took dance classes in their public high schools included, “Can you tell me more about why 

you think it’s important for schools to offer dance and arts courses?” “What did you mean when 

you said that your dance teacher did a lot to help you build character?” and “Could you give me 

an example of a time when dance helped you forget about or recover from something that was 

bothering you?”  
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Participants 

All participants in my study were initially contacted via email, social media messaging, 

or cellular phone text messaging. Upon contacting each potential participant, I explained the 

purpose of my study on dance education in Hawai‘i, and let them know that I would email or 

mail them my Human Subjects Consent Form (see Appendices A, B, and C) to give them 

additional information about my study, and so they could clearly understand the risks and 

benefits of participating in my research. All participants in my study returned their signed 

Human Subjects Consent Forms to me. 

Each participant had graduated from high school and they were all legal adults at the time 

I contacted them and asked them to take part in my research. I initially asked six individuals who 

danced in their public high schools to fill out a questionnaire on dance education in Hawai‘i, and 

I interviewed all six of them based on their questionnaire answers. To focus on co-constructing 

fewer, yet more comprehensive narratives with my participants, I narrowed down this pool of 

potential main participants from six to three. Therefore, my study has three main participants, 

Pomai, Daniel, and Travis. 

In addition to these three main participants I also interviewed six additional participants. 

Three of my additional participants are the former high school dance teachers of Pomai, Daniel, 

and Travis. Their names are Carmen, Mr. Strong, and Mrs. Beck. The other three additional 

participants are friends/family of my main participants. Their names are Izzy (Pomai’s friend), 

James (Daniel’s brother), and Glenn (Travis’s friend). Again, all participants were high school 

graduates and at least 18 years of age at the time they agreed to participate in my study. (See 

Table 3 and Table 4 below for an overview of my main and additional participants.) 
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Table 3 
 
Overview of Main Participants 
Main Participant High School Age at the 

Time of 
Interview 

Number of Years Enrolled in 
Dance in High School 

Pomai Alexander High School (AHS) 22 3 
Daniel Williams High School (WHS) 19 1 
Travis Kulia High School (KHS) 18 3 
 
 
Table 4 
 
Overview of Additional Participants 
High School 
Dance Teachers 

Numbers of Years 
He/She Taught the 
Main Participant 

Friends/
Family 

Relationship to Main Participant 

Carmen 2 Izzy Pomai’s high school classmate in dance and other subjects, 
and her current roommate. 

Mr. Strong 1 James Daniel’s older brother (by 3 years). 
Mrs. Beck 3 Glenn Travis’s high school classmate in dance and other subjects, 

and close friend attending college in the same state. 
 

Interviews with my additional participants (teachers/friends/family of my main 

participants) were conducted to get a clearer and more complete picture of how dance impacted 

the lives of my main participants. These interviews lasted between 10 and 35 minutes, and 

included tailored questions for each interviewee based on the questionnaire and interview 

answers of my main participants, Pomai, Daniel, and Travis. I followed the same basic procedure 

for interviewing each additional participant including obtaining their consent to participate in my 

study and asking if I could audio record their interviews so that I could have them transcribed 

later. I used an interview guide approach with tailored questions about Pomai, Daniel, and Travis 

for the purpose of obtaining a more holistic representation of my main participants’ evolving 

identities and personal stories. Sample questions for the dance teachers, Carmen, Mr. Strong, and 

Mrs. Beck, included, “What do you remember about Pomai when she first came to your class?” 

“Was there anything special you noticed about Daniel while he was dancing?” and “Can you 

think of any changes you saw in Travis over the three years he was in your classes?”  
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The interview questions I constructed for Izzy (Pomai’s friend), James (Daniel’s brother), 

and Glenn (Travis’s friend) asked them to describe their relationships with the main participants, 

give their own account of how they believe dance impacted their lives, and share how they 

themselves feel about dance classes in public high schools. Some questions for Izzy, James, and 

Daniel included “When and how did you meet Pomai?” “What changes did you see in your 

brother once he started dancing in high school?” and “What kinds of people did Travis hang out 

with when you first met him your freshman year?”  

Sampling 

I used purposive sampling for my collective case study to “acquire in-depth information 

from [the people] in a position to give it” (Cohen et al., 2007, p. 115). This case study does not 

claim to represent the wider population because the general public would not be versed in the 

issues relevant to this research project. My research is centered around three main participants, 

Pomai, Daniel, and Travis, who took dance classes as a part of the general curriculum in their 

public high schools on O‘ahu. Additional participants (the main participants’ dance teachers and 

their friends/family) helped add another dimension to the data through data source triangulation.  

The first main participant, Pomai, was a classmate of mine in the course “Teaching 

Dance Technique” at the University of Hawai‘i at Mānoa. I chose her to be a main participant in 

my study because of her willingness to openly share about her troubled past, and because of the 

transparency and richness in her questionnaire and interview responses. Pomai had attended the 

same high school as me (Alexander High School), although she is twelve years my junior, and 

her dance classes were taught by different dance teachers than my own. She freely shared about 

her life growing up in a small rural town on O‘ahu, and all the atypical activities in which she 

was involved before, during, and after taking part in her high schools’ dance program. Pomai’s 
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descriptions of the arduous journey she took to become who she is today were powerful 

narratives I wanted to explore further. 

After learning about some of the ways dance changed Pomai’s life, I contacted one of the 

professors on my doctoral committee to see if she might know anyone who could put me in 

touch with other people like Pomai. My professor put me in touch with ten individuals with ties 

to dance education in Hawai‘i, and after emailing or “messaging”13 all ten of them, I received 

replies from seven individuals. Out of the seven who responded to my request for participants, I 

learned that one individual, Mr. Strong, was currently working as a creative dance teacher at a 

different public high school on O‘ahu. Mr. Strong was very receptive to helping me find 

participants for my study, and he was able to put me in touch with a former student of his, 

Daniel, who had taken creative dance in his senior year as a part of the general curriculum at 

Williams High School. 

Daniel, the second main participant in my study, was exceptionally open with me from 

our very first meeting, and shared that he had struggled with finding acceptance among his peers 

and with defining who he was as a middle school student. He got involved with an unhealthy 

peer group in the summer before he entered high school because he felt his life lacked purpose 

and direction, and, although he knew the things he was doing with this group of high school 

students did not reflect his values or true identity, his new friends provided him with a sense of 

community. In follow-up interviews, Daniel shared more about his background as a Korean 

immigrant from a working class family, and revealed some of his life philosophies that were 

surprisingly unique for someone his age. I chose Daniel as my second main participant to further 

                                                        
13 In this paper “messaging” includes text messaging via a cellular phone, or sending a message through the social 
media tool “Facebook Messenger.” 
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explore his journey from childhood to adulthood, and the impact his high school dance class had, 

and continues to have, on him. 

I found my third main participant, Travis, with the help of my doctoral advisor and a 

fellow teacher at my workplace. They both encouraged me to reach out to another high school 

dance teacher on O‘ahu, Mrs. Beck, and I was able to contact her via email and arrange to meet 

her in person. In speaking with Mrs. Beck, I learned of her passion to educate underserved youth 

in communities without access to the arts, and we concurred that we respected one another’s 

visions for our dance programs to provide public school students with exposure to art forms that 

they would not likely encounter outside of school. We also agreed to support one another as 

dance educators in the state of Hawai‘i and keep an open line of communication with one 

another from that point on.  

Later in the year, after attending one of Mrs. Beck’s dance productions, I got a chance to 

speak with her again and asked her if she knew of any former students who might be willing to 

participate in my study. She suggested one of her former students, Travis, who had been in her 

classes for three years, and emailed him to find out if he would be willing to speak with me about 

his dance experience in high school. Travis agreed to answer my questionnaire on dance 

education in Hawai‘i and we were able to schedule a face-to-face interview, during which I 

learned about how he started dancing, how dance changed his demeanor as a high school student, 

and the main lessons he learned by enrolling in the dance elective at Kalia High School for three 

consecutive years.  

After interviewing my main participants I decided I wanted to know what their former 

dance teachers’ remembered about them when they were in high school. I modified my study and 

got approval from my university’s Human Subjects Program to interview additional participants, 
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which included my main participants’ dance teachers, as well as their friends/family. I met Mr. 

Strong at his private performing arts studio to interview him about Daniel and I invited Mrs. 

Beck to my house to interview her about Travis. I interviewed Carmen about Pomai over the 

phone, and I used the same basic interview guide for each of my interviews with these three 

dance teachers (See Appendix D). Each of their interviews was audio recorded and transcribed 

by an outside transcription service company. After receiving transcripts of my interviews back 

from the transcription company I listened to the interviews to correct and modify any spelling 

and diction (word choice) errors.  

In addition to interviewing my main participants’ dance teachers, I asked Pomai, Daniel, 

and Travis for names of former classmates with whom they had taken dance classes in high 

school. I wanted to gain increased perspective on the impact of dance classes on my main 

participants’ lives both during high school and at the time of the interviews by speaking with 

their friends/family. At that time, Pomai was still very close to her high school classmate, Izzy. 

They had several classes together in high school, including dance, and Izzy and Pomai were 

roommates at the time of her interview. I could not get in touch with any of Daniel’s former high 

school dance classmates, but I was able to interview his brother, James, with whom Daniel 

shared his deepest thoughts and aspirations. Travis’s high school classmate, Glenn, was 

attending college in the same state as Travis, and was excited to speak to me about how dance 

impacted both Travis’s and his own life when they were in high school. My interviews with Izzy, 

James, and Glenn lasted between 17 and 35 minutes, and were done over the phone after the rest 

of my interviews with my main participants and their dance teachers had concluded.  
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Data Coding and Analysis 

I chose to write about my coding and analysis processes in this section because I believe 

that “the research process is not linear” (Charmaz, 2006, p. 10). I used grounded theory methods 

to analyze my data, which required me to analyze data at the same time I was collecting and 

coding them. Just as Charmaz (2006) describes, grounded theory in this study “[entailed] going 

back to data and forward into analysis” (p. 23). I also found myself “[returning] to the field to 

gather further data and to refine the emerging theoretical framework” (Charmaz, 2006, p. 23). I 

will now describe and give examples of my data coding and analysis processes which were based 

on the methods practiced and described by Charmaz (2006) and Gallicano (2013). 

According to Cohen, et al. (2007), “Coding means categorizing segments of data with a 

short name that simultaneously summarizes and accounts for each piece of data” (p. 43). I used 

qualitative coding based on grounded theory to code my questionnaire and interview data. In 

coding the questionnaire and interview data for this study, I began with open coding, followed by 

axial coding. Charmaz (2009) states, “Axial coding relates categories to subcategories, specifies 

the properties and dimensions of a category, and reassembles the data you have fractured during 

initial coding to give coherence to the emerging analysis” (p. 60). After axial coding, I concluded 

with selective coding to determine the “core variables that included all the data” (Gallicano, 

2013, p. 2).  

 Open coding of questionnaire responses. I began the data coding process by coding my 

main participants’ questionnaire responses. During open coding, I coded Pomai’s, Daniel’s, and 

Travis’s responses to each of the six questions on my questionnaire. The following table 

illustrates some of my participants’ salient words and the open codes I extracted from their 

questionnaire responses:  
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Table 5 
 
Open Codes from Questionnaires  
Question Pomai’s Codes Daniel’s Codes Travis’s Codes 
#1: What do you recall 
about your high school 
dance experiences as a 
former participant in a 
high school dance 
program? 

NOVELTY, 
EXCITEMENT, 
BROUGHT TOGETHER 
DIVERSE STUDENTS 

SAFE COMMUNITY, BE 
MYSELF 

PERSONAL GROWTH, 
GROUP GROWTH, 
TRUST OTHERS, 
DEVELOP PEER 
RELATIONSHIPS 

#2: Do you feel the dance 
program in your school 
affected your performance 
or behavior in school in 
any way? Explain. 

REASON TO ATTEND 
SCHOOL 

OUTLET, SENSE OF 
BELONGING, 
COMFORTABLE WITH 
SELF, GAINED FOCUS 

CONFIDENCE, 
COURAGE TO TRY 
NEW THINGS 

#3: Do you feel the dance 
program in your school 
affected your life outside 
of school in any way? 
Explain. 

ESCAPE PROBLEMS, 
TIME WELL SPENT, 
TEACHER BELIEVED IN 
HER 

GAVE UP 
UNNECESSARY 
THINGS 

MORE CONFIDENCE 
IN DAILY ACTIVITIES 

#4: Are you still involved 
in dance today? If so, 
how? 

COLLEGE MAJOR, 
TAKING DANCE 
CLASSES, HELP 
OTHERS LIKE HERSELF 

PURSUING 
PROFESSIONAL 
CAREER IN DANCE 

HELPS AT ALMA 
MATER 

#5: What is your current 
opinion on schools 
offering dance as a course 
on campus? 

HELPS ON VARIOUS 
LEVELS, FOCUSES ON 
BODY AS WELL AS 
MIND 

100% SUPPORTIVE GIVES STUDENTS 
OPPORTUNITIES TO 
EXPRESS 
THEMSELVES AND 
GROW 

#6: Do you feel that the 
dance program you 
participated in as a high 
school student provided 
you with a special place 
where you could be 
yourself? Explain. 

BE MYSELF, DISCOVER 
WHO I AM, SAFE 
PLACE TO BE 
YOURSELF 

SAFE PLACE, NO 
JUDGEMENT, HELPFUL 
ENVIRONMENT 

LIKE HOME – FELT 
MOST COMFORTABLE 

 
Axial and selective coding of questionnaire responses. After open coding of 

questionnaire data, I proceeded with axial coding and selective coding. Then I charted all three 

types of codes based on my own adaptation of Gallicano’s (2013) data charting system (See 

Table 6).  
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Table 6 
 
Open, Axial, and Selective (OAC) Questionnaire Code Chart  
Summaries of Participants’ 
Questionnaire Responses 

Open Codes Axial Codes Selective Code 

Pomai: New, exciting, and diverse class in 
school 
Daniel: Safe community to be myself 
Travis: Grew personally and as a class, and 
developed trust among peers 

NEW, EXCITING, DIVERSE, 
SAFE, BE MYSELF, 
PERSONAL GROWTH, 
GROUP GROWTH, 
DEVELOPED TRUST 

Dance gave each 
participant something 
that they will never 
forget. 

Pomai: Dance was the only reason to go to 
school. 
Daniel: Dance provided an outlet (for 
energy), gave me a sense of belonging, 
provided me with a new community that 
gave me purpose (tried harder in school). 
Travis: Dance gave me confidence and 
courage to try new things in other classes. 

REASON TO ATTEND 
SCHOOL, OUTLET, SENSE 
OF BELONGING, NEW 
COMMUNITY, NEW 
PURPOSE, CONFIDENCE, 
COURAGE TO TRY NEW 
THINGS 

Dance did affect 
students’ 
performance/behavior 
in school. 

Pomai: Provided an escape from troubles at 
home and internal struggles, focused my 
time and energy on something more 
positive, and dance gave me a new way of 
looking at myself (dance teacher was one 
person who believed in me when no one 
else did). 
Daniel: Dance allowed me to create a new 
identity and I no longer had to look to 
others for approval or acceptance. I gave up 
things that were not necessary/not healthy 
because I didn’t need them anymore.  
Travis: Dance gave me a confidence boost, 
which helped me in everything in my daily 
life. 

ESCAPE FROM TROUBLES, 
ESCAPE FROM STRUGGLES, 
NEW FOCUS, POSITIVE USE 
OF TIME, NEW VIEW OF 
SELF, TEACHER BELIEVED 
IN ME, NEW IDENTITY, 
GAVE UP UNHEALTHY 
HABITS, CONFIDENCE 
BOOST, CONFIDENCE 
TRANSFERRED TO DAILY 
LIFE 

Dance did affect 
student behaviors 
outside of school. 

Pomai: Dance major in college, pursuing, 
still taking dance classes at a studio in 
Honolulu. 
Daniel: Pursuing a career in choreography. 
Travis: Goes back to his high school to lead 
dance classes during breaks from college. 

DANCE MAJOR, STUDIO 
DANCER, CAREER IN 
CHOREOGRAPHY, LEAD 
DANCE CLASSES 

Although to varying 
degrees, dance is still 
a part of their lives. 

Pomai: Dance helps students physically, 
mentally, and emotionally; Develops both 
the mind and the body. 
Daniel: 100% in favor of dance classes 
being offered in high schools. 
Travis: Dance gives students more 
opportunities to express themselves freely 
and to grow.  

PHYSICAL, MENTAL, AND 
EMOTIONAL BENEFITS OF 
DANCE, DEVELOP MIND 
AND BODY, 100% IN FAVOR, 
OPPORTUNITY FOR 
EXPRESSION, 
OPPORTUNITY FOR 
GROWTH 

Former participants 
in high school dance 
programs believe 
dance is a valuable 
course in the general 
curriculum. 

Pomai: Dance class was a place where 
different people were encouraged not to be 
afraid to be themselves. 
Daniel: Safe community to be myself, sense 
of belonging 
Travis: Home (where I felt most 
comfortable) 

DIVERSE COMMUNITY, 
ENCOURAGING, BE 
YOURSELF, SAFE 
COMMUNITY, BELONGING, 
HOME 

The dance classroom 
is a special place 
where students can be 
themselves and be 
part of a community. 

Main 
participants 
revealed their 
high school 
dance classes 
impacted their 
lives in 
positive ways 
and provided a 
safe place for 
expression, 
learning, 
identity 
exploration 
and growth. 
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Open coding of interviews. I followed the same process of open coding with my 

interview data. As Gallicano (2013) suggested, I “read through my data several times and then 

start[ed] to create tentative labels for chunks of data that summarize[d] what [I] saw happening” 

(p. 2), then categorized open codes using Gallicano’s (2013) code charting process. The 

following is an example of the open coding chart I created for Travis’s initial interview: 

 
Table 7 
 
Open Code Chart for Travis’s Initial Interview 
Open Code Properties Examples of participants’ words 
Friends Friends encouraged him 

to try dance 
In sophomore year all my friends were seniors and they all took 
the dance program. And they told me to take it so I wanted to be 
with my friends initially. 

Uncomfortable Dancing was 
uncomfortable; took the 
person out of his comfort 
zone; person was doing 
something he had never 
done before 

Yeah, you’re expected to do it like all these movements and I’ve 
never danced before that so I just thought I was kind of out of my 
comfort zone. But then, after that, it wasn’t so bad  

Confidence Got used to trying new 
things, taking risks, 
became less worried 
about what others thought 

I think I was more open to-- I guess speaking out in the class or 
trying things or asking questions or-- instead of just sitting there 
and being quiet. 

Benefits of dance Without dance he would 
be shier; dance helped 
him realize he didn’t need 
to only stick to one group 
of friends; dance opened 
doors to meet new people 
and try new things 

I think I would be like a lot more shy than I am now ‘cause before 
dance I kind of just stuck to one group. I never really like branched 
out or did anything outside of my regular group of friends. I just 
kind of did the same thing with the same people. And I guess 
dance opened doors to more people, more friendships, 
opportunities, and stuff like that. 
 

Commitment A lot of pressure to 
commit to dance during 
high school; doesn’t want 
to feel that pressure 
anymore 

It could be fun to like just take a couple of classes and stuff but 
like nothing like serious or something. 

Dance class was 
a unique space 

Dance class was different 
from other classes; felt 
close to classmates in 
dance class; could be 
himself; felt like “home” 

Well, in dance class, like, yah, we’re pretty close so I guess it’s 
kinda like home. I guess you can be as free as you want and, like, I 
don’t know, I guess there’s just not as many boundaries, so you 
can kind of just be yourself, do as you like, and there’s not gonna 
be as much judging or anything like that. Versus like a math class 
where you might not be close to everybody, you know, or not 
know everybody, so you kind of watch what you say and watch 
who you talk to. But with them it’s just a lot more free.  

Felt different in 
dance class 

More personal than other 
classes 

I don’t know them on a personal level or anything like that 
whereas in dance, like, you know everybody. 

Creating 
choreography; 

Difficult for the first 2 
years 

My first two years of dancing-- I hated choreography ‘cause 
nothing would come like I couldn’t think of anything and like 
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Worrying about 
what others 
thought of him as 
a dancer 

everybody around me like the whole class it, just, it came with 
ease for them so like they’re just coming up with all these things 
and it was so easy for them. But then for me, I would have the 
hardest time, I’ll be just standing there like so clueless like not 
knowing what to do and not knowing where to start and it would 
just be like the hardest process to come up with things 

Becoming 
comfortable in 
creating own 
works 

Creating finally became 
easy 

But my last year, it came pretty easy I guess, finally. And then, it 
was actually a good experience that time. 
 
The comfort zone I guess ‘cause the first two years I was like 
focused mainly on, I was looking at everybody else and I was like, 
“Oh, look what they’re doing, what they’re doing.” And, you 
know, kinda like looking just at what everybody else is doing 
instead of focusing on what I wanna do. 
 
And then I guess I finally realized that and being so comfortable 
with my 3rd-year in that classroom. It was like I could do, I could 
experiment like freely do whatever I wanted until something 
clicked and I wasn’t worrying about like if people are watching me 
or if I looked funny. So, that’s like easy. 
 
I guess I just feel more comfortable doing them ‘cause, yeah,  we 
can learn much new like my senior year was kinda just like 
refining what we already know 

Peer pressure Feeling pressure to do 
things that he was not into 

Yeah. They had some influences but, I don’t know. I just was 
never really into that stuff so it wasn’t really a decision to make 
‘cause I’m not really into that so it was pretty easy to just like, nah 
 
I’m not really sure I guess like it just never really seemed like 
attracting to me like I never really had that urge, and plus, I don’t 
know, I kinda just feel like it’s a waste of money like to do like 
drugs and stuff. Cause you waste all your money on that. So, I 
don’t know, I just never really felt the urge to do it 

Dance as an 
escape 

Dance took his mind off 
his problems 

Yeah, I guess so, like I guess if I’m like not feeling that great and I 
go to dance like I don’t wanna dance but like since I have to dance 
like when I started dancing and after everything. I guess like it 
cheers me up and I feel better 
 
Maybe like-- me and my girlfriend were fighting and then I’m just 
not in the mood at all or anything like I just don’t wanna deal with 
it and then dance and then I feel better after that. Not as angry or 
anything 

Biggest lesson 
from dance 
teacher 

Commitment Commitment like she always preached commitment ‘cause if we 
were told to practice or in class or anything pretty much, she 
would just always say like you have to stick by your word and you 
made a commitment, you have to stay by that. And I guess that’s 
important life lesson at this time 
Soccer. Senior year I just didn’t wanna play at all but I don’t 
know. It’s the last year so I just stuck it out. Might as well. I 
played all three years up until this point in life, so I just played 
again. And there’s times I wanted to quit but, you know, 
commitment, so I stayed on. Stick out the season. 

Application to 
the present 

He is applying the lesson 
he learned from his dance 
teacher to his life now 

For college I guess like attending classes instead of skipping out 
‘cause you’re not like obligated to go and attend. You’re just 
staying true to that 
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Axial and selective coding of interviews. After this first phase of coding, I proceeded 

with axial and selective coding of all the open codes from my three main participants to “identify 

relationships among the open codes” (Gallicano, 2013, p. 2). To create the categories of analysis, 

I looked for instances when my participants experienced dance as a third space in congruence 

with the six categories of third space in my theoretical framework, while also remaining open to 

the generation of new categories throughout the data collection and analysis process.  

The following table is an example of how I coded Pomai’s, Daniel’s, and Travis’s 

interviews by synthesizing data from all three main participants on the same table. Table 8 is 

based on portions of my main participants’ interviews pertaining to the ways in which dance 

providing them with a physical third space in school.  

 
Table 8 
 
OAS Code Chart for Dance as a Third Space Place 
Open Codes Axial Codes Selective Code 
Comfortable Place, Could Be Free, Classmates 
Open and Nice 

A place to relax 

Explore Styles, Not Competitive, Mistakes OK, 
Risk-Taking OK 

A place to explore without fear 

Speak Out, Ask Questions, Practice Confidence A place to grow as a learner  
Fun, Thrilling, Exciting Looked forward to going there 

The dance classroom was a 
special place (different from 
other spaces on campus) 
where students wanted to be. 

 
  This charting process was repeated until Third Space Theory categories and additional 

emergent categories were saturated.  

Researcher’s Bias and Positionality 
 

Many researchers today can skillfully weave their own stories into their writing, and they 

also suitably position themselves from the very beginning of their studies for both transparency 

and validity (Anzaldua, 2012; Boylorn and Orbe, 2014; Ellis, 2004; Simpson Steele, 2012). I do 

not claim to be completely void of bias, but I believe my autobiographical narrative in Chapter 1 

of this paper has allowed me to bring my personal background and multiple identities to the 
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foreground from the start. My position on the insider/outsider continuum is fluid, but this does 

not make my status as an insider a weakness, nor does it invalidate my interpretations of the data 

I collected and analyzed. In studying autoethnographies, narrative inquiries, and other 

contemporary qualitative methods I have learned to embrace the advantage of being able to use 

my hybrid identity as a teacher, student, researcher, and dancer to enrich my research and make 

it unique, yet applicable and relevant to others, especially in the field of dance education. Like 

Bullough and Pinnegar (2001), I strived to make connections between my own life and the lives 

of my participants, while gaining insight into the common threads between each person in my 

study.  

Trustworthiness 

Based on the ideas of Lincoln and Guba (1985), researchers can use several techniques to 

address the four criterion areas that encompass trustworthiness, which are: 1) Credibility, 2) 

Transferability, 3) Dependability, and 4) Confirmability (p. 247). The techniques I incorporated 

in my study included source triangulation (main participants and additional participants), 

member checks, and thick description. I understood the limits of this bounded case study, which 

was why I changed my initial research design to include the perspectives of additional 

participants (dance teachers and friends/family) to triangulate data from questionnaires and 

interviews with my three main participants.  

Instead of attempting to prove or disprove a theory, my goal was to provide “holistic 

descriptions” (Merriam, 2009, p. x) of the impact of dance on the lives of three individuals as 

high schools students, and later on in their lives as young adults, as well as explore the ways in 

which their high school dance classes provided them with third spaces. As Lincoln and Guba 

(1985) contend, no amount of trustworthiness techniques can guarantee that a naturalistic inquiry 



 

90 
 

 

is “unassailable” (p. 329), but studies like mine still have the ability to “persuade” (Lincoln and 

Guba, 1985, p. 329), especially through the use of thick description, which can provide readers 

with the necessary information to determine whether transferability is possible. 

Limitations 

Limitations of my study include a small pool of high schools on O‘ahu with dance 

programs from which I could recruit my main participants, the lack of previous studies and 

literature on high school dance programs in the state of Hawai‘i, the length of time during which 

I was able to collect data (approximately one year), my inability to observe the three main 

participants as high school students in their dance classrooms, as well as the physical distance 

between myself and two of my main participants who moved to the U.S. mainland towards the 

end of my study. 

According to Merriam (2009), “A qualitative case study is an intensive, holistic 

description and analysis of a bounded phenomenon such as a program, an institution, a person, a 

process, or a social unit” (p. x). Therefore, my study is bound to three individuals and their 

experiences as participants in dance programs in three different public high schools on O‘ahu. As 

my study consists of a small sample of participants including dancers, their high school dance 

teachers, and friends/family of the dancers, my results are not generalizable to the greater 

population (Willis, 2014).  

As Charmaz (2006) asserts, “any theoretical rendering offers an interpretive [emphasis in 

original] portrayal of the studied world, not an exact picture of it” (p. 10). Therefore, the themes 

I uncovered after analyzing my data were “constructions of reality” shaped not only by my 

participants, but also by my own personal experiences, past and present, as both a student and 

teacher of dance.  
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Chapter 4: Narratives 

My research aimed to explore dance as a third space place in the lives of my participants 

– three distinct individuals who participated in dance programs in their public high schools. This 

process involved exploring my personal background as a dancer, student, and researcher, and 

taking each of these things into consideration before, during, and after dialoging with each of my 

research participants. 

My main participants, Pomai, Daniel, and Travis, all attended public high schools on the 

island of O’ahu, although each person’s school was in a different district. When Pomai attended 

Alexander High School, her dance instructor was a full-time teacher who taught six periods of 

dance. Daniel’s school, Williams High School, had a part-time dance teacher who taught two 

periods of dance, and Travis’s high school, Kalia High School, also had a full-time dance 

teacher. Data from questionnaires and interviews with each main participant are included in the 

following narratives. I was also able to interview my main participants’ high school dance 

teachers, Carmen, Mr. Strong, and Mrs. Beck, as well as a friend or family member of each main 

participant to gain different perspectives on how dance classes provided third spaces for Pomai, 

Daniel, and Travis, and to examine the impact of the presence of third space dance places on the 

main participants in this study. 

To organize my findings I will begin by explaining the background of each participant 

and sharing the stories of their lives that we constructed together during my interviews. Each of 

the following narratives has been carefully woven and retold in our words through the use of 

multiple data sources (questionnaire data, notes and transcripts from main participants’ 

interviews, notes and transcripts from interviews with their high school dance teachers, and notes 

from interviews with their friends/family), and strengthened by relationships of trust and honesty 
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between researcher (myself) and participants. After I share the unique narratives of each of my 

main participants’, I will apply the third space lens to each person’s story to unearth the findings 

from my research. 

Pomai and Her Story 

The first person who agreed to be a main participant in this study is Pomai. I met Pomai 

for the first time in the course DANCE 460: Teaching Dance Technique at the University of 

Hawai‘i at Mānoa in the spring of 2013. At the time, I was enrolled in the course as an elective, 

and she was enrolled in the course as an undergraduate majoring in dance, with a minor in 

business. Pomai approached me one day after class because she was interested in becoming a 

public school teacher, so she began asking me about which degrees and certificates would be 

required for her to become a high school teacher, and she eventually started opening up to me 

about how she believed she would not be a college student if not for dance, which sparked my 

curiosity about Pomai’s life growing up and her story of how dance impacted her life as a 

troubled teenager. I never forgot about Pomai, and although we lost touch for about a year, I was 

able to find her once again through a mutual friend. I texted Pomai and asked if she would be 

willing to fill out a questionnaire for me about her experiences with dance education in Hawai‘i 

(See Appendix D), to which she agreed. Upon receiving Pomai’s completed questionnaire as an 

email attachment, I was immediately struck by her extensive, captivating written responses to my 

questions. Pomai specifically stated that if she had not gotten involved in her school’s dance 

program she would probably be in prison like many of the people with whom she associated in 

high school. From there, I asked Pomai if she would be willing to let me interview her in person 

to find out more about her life story and the role dance played in shaping who she has become 

today. 
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 Pomai’s life before dance. From my extensive interviews I learned that Pomai grew up 

in a house with her mother, older brother, older sister, younger sister, grandparents, and three 

uncles. Living in a house with so many relatives was not easy, but life changed for Pomai when 

her father decided to come back into her life. Pomai had not had a relationship with her father for 

the first 10 years of her life, but in the fifth grade he took Pomai’s mother to court to negotiate 

custody and visiting rights. Pomai did not want her father in her life, and felt that her parents 

should have given her time to slowly accept her father and ease into a relationship with him. 

However, Pomai felt abruptly forced to spend Mondays, certain holidays, and two weeks of 

vacation time with him. When she went to her mother to tell her that she was not comfortable 

with the decisions being made regarding her relationship with her father, Pomai’s mother first 

told her that it was up to her if she wanted to see her father or not. But as the conversation went 

on, her mother continued to push her to abide by the court’s custody requirements, and finally 

her mother told her the truth was that she needed the child support, so Pomai did not really have 

a choice in whether she wanted to see her father or not.  

 This was a turning point in Pomai’s relationship with her mother because this was when 

she began feeling like her mother was “using” her. Pomai distinctly remembers that moment 

because she was outside of a mall. Upon hearing her mother’s real reason for wanting her to get 

to know her father, Pomai went into the mall, found her brother (who was 15 at the time), and 

told him that she wanted to smoke marijuana to escape her feelings of betrayal and emotional 

pain. Pomai recounts that at first her brother did not believe her, but because of the way she 

started “acting out” from the overwhelming hurt and anger her parents were causing her, Pomai’s 

brother finally let her smoke some “weed,” and that was when she first started “burning” 

(smoking marijuana) and drinking alcohol with her brother and his friends.  
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 Pomai recounts she was aware that other children her age were not into drugs and 

alcohol, but her internal anger escalated to a point where she began getting into fights with 

people in and out of school. She acknowledges that she was selfish and unruly, and further 

describes her downward spiral at that point in her life in the following passage: 

Along with a poor academic performance, I had a record of suspensions, arrests, and 

court showings. At the age of 12 I was legally required to attend counseling, later 

transitioning into anger management meetings in which I was ordered to refrain from 

participating in any contact sports. Soon after, my mother struggled to keep us financially 

stable. I was urged to carry a job in order to help support our family leaving no time to 

participate in any personal extracurricular activities. This financial deprivation drove me 

to steer from making an honest living where I began to take part in drug dealing, auto 

theft, and robbery. 

Discovering dance in high school. In the seventh grade, Pomai was selling marijuana for 

her brother, smoking weed, and drinking alcohol regularly, but by the ninth grade she quit 

smoking weed because she did not feel the need to do it and wanted to start saving money, 

although she was still drinking alcohol on occasion. At that time Pomai started dealing marijuana 

on her own and continued to get into fights at school, but one day in her automobile technology 

(“auto tech”) class, she noticed a girl practicing some dance choreography. She asked that girl 

what she was doing and found out that she was in the dance program at their high school. The 

dance classroom at that school just happened to be right next to the auto mechanics classroom, so 

after getting permission from her auto tech teacher and the dance teacher, Pomai was allowed to 

go and observe a creative dance class. After the class, the teacher, who went by “Carmen” 

approached Pomai and asked her if she ever considered trying creative dance. Pomai had done 
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Tahitian dance and Hula growing up, but told Carmen that she did not think that creative dance 

was something she could do, even though it was very interesting to watch.  

 Carmen had planted a seed in Pomai’s mind, and when the time came to register for their 

courses for the following year, Pomai listed creative dance as one of her elective choices. The 

next year – her tenth grade year – Pomai started learning to dance in Carmen’s beginning 

creative dance class, and after her first dance concert performance that winter, she was “hooked.” 

Pomai says that the first dance performance she was in was “completely different from 

Polynesian performances,” and although she had enjoyed doing Polynesian dances on stage, this 

new genre of dance which involved different ways of moving through space, costume changes, 

scene changes, and complicated blocking and staging was exhilarating, and sent her on a never-

before-felt natural high.  

 Outside of school, Pomai was still hanging out with her older brother, older sister, and 

their friends, many of whom were high school dropouts who regularly drank alcohol and/or 

smoked marijuana. She admits that she had “no intention of ever graduating,” and she continued 

participating in “money laundering activities” well into her high school years, and later lapsed 

back into illegal activities during her college years. However, Pomai wrote the following in 

response to the questionnaire question about how dance affected her life outside of school: 

 . . . with time, my interests within dance grew and the time I decided to invest in it  

increased. Dance became my new escape; an outlet from all the anger, hatred, and fear I 

had building inside me. It is till this day that I thank my lucky stars that I have not ended 

up where some of my closest and dearest friends reside. I owe all of my appreciation not 

only to dance but my very first dance instructor for seeing past what others have not 

bothered to discover about me and for having faith that I was able to achieve greater 
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things than I, myself, was led to believe. If not for dance being introduced to me through 

school I probably would have never considered getting involved [in] dance and if I never 

got involved in dance then I most likely would be another failure sitting in some jail cell 

scribbling on the walls and being eaten alive from boredom and loneliness. 

Carmen’s perspective. I was able to get in touch with Pomai’s first creative dance 

teacher, Carmen, through the current dance teacher at Pomai’s high school. I first emailed 

Carmen to ask her if she remembered Pomai, then got permission to call her to ask her more 

about what she recalled about Pomai. I conducted my interview with Carmen over the phone one 

evening, and started the interview by asking her what she could remember about Pomai when she 

first met her. Carmen told me Pomai started out in her beginning creative dance class and was 

kind of shy and quiet at first. She generally kept to herself, and although she was present at 

nearly every class and participated in each activity, exercise, and number, she did not really say 

much during class to the teacher or her classmates. However, as the year went on, Carmen 

noticed that Pomai slowly became more outgoing and outspoken. She would ask questions in 

class and she began showing exponential improvement in her movement over a very short period 

of time. Carmen said that Pomai had good body awareness, perhaps because of her experience as 

a Hula and Polynesian dancer, so she picked up on the technique that Carmen taught in her 

creative dance class rather quickly. 

Carmen shared that Pomai began to “take off” in her dancing, and by her second year in 

creative dance she was already starting to choreograph dance pieces for her peers to perform in 

Alexander High School’s semi-annual dance concerts. Carmen told me she chose Pomai to be a 

student choreographer based on several factors, which included the following: (a) how hard she 

worked in dance class, (b) how well she took critiques and applied them to her own dancing, and 
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(c) her overall attitude. Carmen also emphasized that students who wanted to perform in the 

concerts had to earn “the right to perform.” Besides work ethic in dance class, students had to 

prove that they were passing all of their other classes, and the way Carmen was able to determine 

whether or not students were doing this was to require grade checks before each concert. Each 

student who wanted to perform had to go to each of their teachers to get a paper signed which 

provided their current grade in each class and each teacher’s signature confirming their current 

grades.  

Up until that point Carmen did not know that Pomai was failing most of her classes since 

she saw her every day and she was doing very well in creative dance. Luckily for Pomai, Carmen 

gave her a chance. She told Pomai that if she was able to start attending her classes and got her 

grades up she would allow her to participate in the next dance concert. Before that moment in her 

life, Pomai told me she had absolutely no intention of graduating from high school, especially 

since the people with whom she associated outside of school (mostly her older siblings and their 

friends) were mainly high school drop-outs. However, after Carmen’s grade checks were 

implemented, Pomai started studying harder and showing up to her classes just so she could 

participate in the school’s dance concerts.  

I continued by asking Carmen if Pomai got along with other students well, to which she 

answered, “Yes, she did.” This was somewhat surprising to hear given that Pomai previously 

shared about how she was required to attend anger management with counselors because of her 

history of getting into fights with other students at school. This is not to say that Pomai did not 

have friends, but she told me that she was the “bad kid” in school who was always trying to get 

her friends to do “stupid things.” Hearing that Pomai never had any anger issues or conflicts with 

her classmates in Carmen’s classes was a refreshing reminder that she was allowed to recreate 
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her identity in dance class and be a “good kid” for once in her life. The labels that burdened her 

outside of the dance studio were left at the door, and she could feel free in the dance classroom to 

be someone that other students looked up to, including a transgender friend named Izzy.  

Izzy’s perspective. Izzy first met Pomai in the beginning of their sophomore year, which 

was when Izzy first transferred to Alexander High School. She remembers being a bit 

intimidated by Pomai because she was so outgoing and full of energy. On Izzy’s first day at 

Alexander High School, she recalls, “One of my classmates brought me right to this group where 

everyone sat,” which was when Pomai went straight up to her and asked, “What’s your name?” 

From then on, Izzy slowly began to feel at ease in her new environment even though she was 

transitioning into a new identity at that time in her life. Izzy began to explore new ways of 

moving with a new group of friends, both in class and on stage, all of which helped her “be more 

comfortable in [her] own skin.” Later, Pomai became a teaching assistant in Izzy’s dance class, 

and Izzy really admired Pomai’s dance ability and style. She also remembers Pomai was “very 

good” at teaching, and continued to look up to her throughout high school because of her talent, 

confidence, and poise. Izzy and Pomai became very close during their senior year of high school, 

and are still close friends to this day. In fact, Izzy was one of the people who eventually helped 

Pomai quit the illegal activities she was in and out of during her college years.   

When I asked Carmen what changes she saw in Pomai over the course of the two years 

she had her as a student in creative dance, she gave the following response: 

She was definitely more committed in regards to dance and making the commitment for 

herself . . . and practicing. Choreographing, too, because I know she wanted to do that, 

and just, she was becoming more personable, she was . . . definitely more confident. 
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In Pomai’s mind, she finally found something she was good at, and that she truly enjoyed doing 

– especially choreography. Before dance, she had taken all sorts of classes like ceramics, auto 

tech, and all the regular core subject requirements, but nothing was very interesting to her. In 

fact, she admitted to me in her interview,  

If I wasn’t in dance I’d definitely guarantee I would have dropped out because that’s the 

only reason why I stayed. So, I probably would have got my GED14 and definitely not 

have gone to college because I already had my mind set – that I hated school. 

Life lessons. When I asked Pomai what kinds of life lessons she learned from Carmen, 

she told me that Carmen gave her confidence to try new things and helped her to believe in 

herself when no one else did. Carmen did not care about Pomai’s past – she saw her for her 

talent, work ethic, and unlimited potential, and for that, Pomai is forever grateful. Because of her 

high school dance experiences, Pomai shared that she now has a “passion for teaching.” She 

elucidates in the following excerpt: 

It’s not so much that I want to shove a bunch of information into kids’ heads . . . I think 

elementary [teachers] affect their foundation, but high school [teachers] affect their 

direction. . . . And I know I can recall a few teachers in high school that, if I could go 

back, I’d thank them because they didn’t just push me on the side. . . . So I want to start 

[a] dance program because, I mean, Carmen believed in me when other people kind of 

thought I was a lost cause.  

It was Carmen’s belief in Pomai that began to change the trajectory of her life, and Pomai not 

only recognized the power that teachers can have in changing their students’ lives, she now 

                                                        
14 Students who have not obtained a high school diploma in the state of Hawaiʻi can take the GED (General 
Educational Development) test to measure their competencies in comparison to high school graduates. If they pass 
this test they receive a “transcript” that can help them gain college admission, enter into the military, obtain work 
advancement, etc.  
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wants to be the one to give students the tools, skills, and confidence to believe that they can do 

the same.  

Daniel and His Story 

I came to know Daniel after being introduced to his high school dance teacher, Mr. 

Strong. Daniel had taken Mr. Strong’s creative dance class as a senior in high school, and Mr. 

Strong remembered him as someone who went through a notable transformation as a dancer and 

person in the short time they had known one another. The first time I met Daniel we were able to 

talk outside a Starbucks near his hometown. Our conversation ended up lasting nearly an hour, 

and I could not believe the kind of mature insight he possessed at the young age of 19. As the 

second main participant in my study Daniel opened up to me about many aspects of his life, and 

continues to exhibit great wisdom beyond his years as both a dancer and young adult. 

Daniel’s life before dance. Daniel was born in South Korea and moved to Hawai‘i when 

he was still a baby. When his family first moved to O‘ahu, they were “very poor” and lived in a 

low-income area. Daniel told me that his father came to the U.S. with just 25 cents in his pocket, 

and he had to leave the rest of his family behind until he had earned enough money to bring them 

over. Daniel’s aunt was the first to move to Hawai‘i, but she left before Daniel’s father moved to 

Honolulu. He was fortunate enough to have been taken in by the local Korean community in 

Hawai‘i, which helped him find work right away, but earning enough money to bring Daniel’s 

mother and older brother, James, to the U.S. took over a year. On the day Daniel was born in 

South Korea, Daniel’s father was alone in Hawai‘i, and he continued to save money to bring his 

wife and children to the states, which did not happen until Daniel was around one year old. 

When Daniel’s family was finally reunited in Honolulu, they continued to struggle 

financially, and Daniel recalls they were “almost homeless” at one point as they struggled to 
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make ends meet in a new country where they needed to learn new laws, new cultures, and a new 

language. Daniel and his immediate family have been living in Hawai‘i for almost two decades 

now, but his last remaining grandparent, his maternal grandmother, still lives in South Korea, 

although she does come to visit on occasion. He recalls visiting her in South Korea when he was 

younger, and distinctly remembers that she lives on a farm with no modern luxuries. He shared, 

I went to go visit her once, and where she lives, it’s like super country, and it’s like her 

house and then a huge farm and a couple of houses and a really ghetto hospital. Her 

house doesn’t have any touch phones and stuff. It’s still the phone with the circle dials. 

That’s how she talks to people. There’s no TV or Wi-Fi or anything. She just farms all 

day and makes her own food, makes her own rice, she just makes all their own Kimchi 

and everything. 

Even when Daniel was little, life in the U.S. was better than life in South Korea, but 

Daniel’s family could not afford much more than rent and food. He recalls not having many 

material possessions as a child, and shared the following story with me about growing up poor: 

As a kid I never had toys – well, not until I was in the second or third grade. I remember 

always sharing a room with my brother throughout most of my childhood because we 

couldn’t afford a three-bedroom house. I remember always eating dinner at 9:30pm 

because my mom and dad always worked late and we didn’t want to have dinner without 

the whole family. I never knew people usually eat dinner at 6:00pm! 

At the time, Daniel did not recognize it, but his parents were working extremely hard to 

provide for the family. Later on, as Daniel got older he realized that his parents put in long hours 

at their jobs so that he and James could have a better life than they had growing up. When I 

asked Daniel what kinds of values they tried to instill in him growing up, he said that they did 
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their best to instill Christian values into their children’s lives, just as their parents had done for 

them. He also shared the following: 

Growing up I remember my parents helped me through life so much and instilled many 

lessons in me, but one big lesson they kept on pushing onto me was that I need to try my 

best at everything I want to do because my best will always be good enough. Work hard 

and be passionate, be kind to others, and no matter what it is – friendships, relationships, 

jobs, schools, or hobbies – always try my best. 

Eventually, profits from his father’s tour company and his mother’s hair salon allowed 

the family to move to a more affluent neighborhood when he was eight years old. At that time, 

the family remained involved with church activities, and Daniel participated in Tae Kwon Do 

“like most other Korean children” for a few years, but he did not have any other lasting interests 

or hobbies growing up. In fact, Daniel describes his middle school self as insecure and lonely. In 

his follow-up interview he told me, “I felt like no one really knew me at all.”  

Daniel discovers dance. Daniel’s life as a middle school student was less than 

extraordinary as he struggled to make friends and form a new identity as an adolescent. James, 

who is three years older than Daniel, told me in his interview that he only recalls Daniel having 

one friend in middle school, whom he met because the boy’s parent’s and their parents were 

friends.  

In Daniel’s eighth grade year, he distinctly remembers watching the movie “Step Up 2” 

and thinking to himself that the dancers in the film were “really cool.” This movie sparked 

Daniel’s interest in hip hop dancing, but at the time he was not aware that this type of dancing, 

nor dance training in this genre, existed in Hawai‘i. The thought of taking dance classes never 

even crossed his mind, but Daniel could not stop thinking about how exhilarating it was to watch 
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the dancers in the Step Up movie. Fortunately, because of how hard Daniel’s parents had worked 

to stabilize the family financially, he had access to a computer, the Internet, and YouTube, which 

he used as tools to educate himself about hip hop dancing and choreography. However, he still 

did not consider himself a part of any particular dance community. 

In the summer before his freshman year of high school, a couple of Daniel’s casual 

friends asked him if he wanted to try smoking marijuana. There was no other real focus or clear 

purpose in Daniel’s life at the time, so he tried it, and from then on he started hanging out more 

with that group of people who were all high school students. He became closer to that “clique” 

over the course of the summer until about half way through his ninth grade year, which was 

when he discovered another group of students who were interested in hip hop dancing.  

Daniel reconnected with his friend Masa, an old elementary school friend who was also 

interested in hip hop dancing, and together they were introduced to some of James’s 

upperclassmen friends at Williams High School who were part of a dance club. From there 

Daniel and Masa both began learning to pop15 and break dance from one of the seniors in the 

club whom Daniel says was his “first dance teacher.” Over the next few years Daniel continued 

dancing with and learning from the students in the dance club, and he also took some hip hop 

classes at a well-known dance studio in Honolulu, but he still did most of his learning through 

YouTube and by dancing with Masa in their free time.  

James, who was a senior at Williams High School at the time, shared that he began to see 

a change in Daniel as soon as he started dancing. His clothes went from “hipster” to “hip hop,” 

he started wearing baseball caps and hats, and he started paying closer attention to pop culture. 

But James also noticed that Daniel became a lot more confident. He said, “In middle school, 

Daniel’s nickname was ‘Mini James’ because we were both pretty chubby and he used to dress 
                                                        
15 Popping is one of the original forms of hip hop dancing along with locking and break dancing. 
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just like me. But once he got into dance in high school his style changed drastically and he 

started getting really popular.”  

Daniel joined the football team and the track team, and students at school also got to 

know him through James, but he was always happiest when he was dancing. Daniel’s friends 

would tell other people about how good a dancer he was, and as more people started watching 

Daniel participate in small performances, his confidence in himself started to grow. He started to 

feel like he had a purpose, and he felt closer to his dance friends than he had ever felt to any 

other group of friends that he had hung out with in the past. He felt “relevant” and he also felt 

that he belonged to a “community,” which was both a comforting and refreshing feeling that he 

had never felt before in his life. 

When Daniel was in the 10th grade, his high school started up a formal dance program, 

which meant they would be offering creative dance as an elective, open to students of all grades 

the following year. Daniel did not choose to take dance, however, because he was unsure of what 

exactly “creative dance” entailed. The next year, Daniel watched some of the school’s creative 

dance students perform dance numbers in a mixture of styles, including hip hop, at various 

events on campus, so Daniel decided to inquire about the dance classes that took place in the 

wrestling room next to the gymnasium. It was at that time that Daniel began realizing that there 

was a space in his school for dancers like himself where he could learn to develop his passion for 

hip hop dancing, and share his dancing and choreography with others. Daniel approached the 

dance teacher during the time when students register for their classes, and asked if he could be 

his teaching assistant (TA) the following year. Mr. Strong told him that he should take the class 

as a student instead of just being an assistant so that he could earn a grade and a credit for the 
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course. Daniel took Mr. Strong’s advice to enroll in the course, and that decision was the 

beginning of a whole new chapter in his life.   

Daniel started to realize that dance was something he wanted to pursue after high school. 

He went from getting mostly Cs and Ds in school to earning nearly all As and Bs because he 

“started feeling really confident.” Daniel attributed his new attitude about school to his new-

found passion for dance, and shared the following about how important it is for individuals, 

especially teenagers, to feel like they belong to a community: 

I feel like everyone should have something they’re passionate about. Be a part of some 

type of community. It’d be great if it was, like, an art community. I feel like everyone 

should dive into something that’s art and have a safe place they can go to practice their 

craft. Like an outlet. Everyone should have something like that. It doesn’t have to be 

dance – if you draw, find a community that draws. Find those people, get better at it, keep 

doing it, and just be a part of that community, because no matter what other people think 

of you, no matter how stupid you look outside to anyone else, just knowing you have a 

certain community makes you feel like it doesn’t matter. It’s like, “I don’t care what you 

think. I have this. This is what I have.” And I feel what’s important for people is that 

sense of belonging. To say like, “No matter what, I have this.” 

Daniel’s senior year started out slightly frustrating for Daniel because Mr. Strong did not 

teach strictly hip hop in his creative dance classes. At first, Daniel did not feel comfortable 

moving in ways that were not considered “hip hop,” and he did not “feel the music” if it was not 

hip hop music. Mr. Strong taught the students basic movements and steps, including those from 

the genres of ballet, tap, modern, contemporary, ballroom, and even Japanese Bon dance as a 

foundation for other styles of dancing, which did not appeal to Daniel. He shared in his initial 
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interview that when Mr. Strong taught the creative dance students at Williams High School ballet 

and ballroom dancing, he thought to himself, “This is really dumb,” and he admits he “felt so 

uncomfortable.” However, as months passed by, Daniel began to realize that the things Mr. 

Strong taught in the early months of creative dance helped students understand the basic 

concepts behind all movement varieties, including hip hop. Daniel told me that although he did 

not appreciate having to learn a variety of styles in his high school’s beginning level creative 

dance class, he now understands that “everything I learned I can use” to this day. 

Daniel also shared with me he believes the purpose of dance classes like the one he took 

in high school is not to turn students into professional dancers. He feels his high school dance 

program is “there for people to explore,” and to give students opportunities to try lots of different 

styles. Creative dance really opened Daniel’s mind to new genres of dance and ways of moving, 

and he now believes it is extremely important for students to be given a chance to “explore 

different styles to figure out what [they’re] interested in.” Dance classes in high school are also 

important, in his opinion, because if students’ only option is to take dance in private studios 

outside of school, they may feel extremely intimidated, and if they don’t feel safe in the studio 

environment then they will not want to return. He truly feels sorry for those who did not have the 

same in-school dance opportunities that he did as a high school student, and Daniel is now a 

strong advocate for dance programs in public high schools because they “create a safe place 

where no one is judged and everyone wants to help you.”  

For students who already have some dance background, just as Daniel did when he took 

Mr. Strong’s class during his senior year, Daniel says creative dance can give people 

opportunities to become well-rounded dancers. Here’s what he had to say about learning 

different styles of dance as opposed to trying to master only one: 
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If you’re a popper and you get really good at popping, but you never dive into hip hop, 

you’re just really good at popping. But if you can do hip-hop and popping, your moves 

become more dynamic. You’re putting aspects of two different styles together into your 

popping. Now if you can put ballet into your popping, you become more flexible, your 

posture’s better – it just makes you a better dancer. I think that’s the biggest thing that 

ballet taught me: how important posture and extensions of your body are. Even pointing 

your fingers or pointing your toes, makes your body that much bigger. Your approach is 

better. It doesn’t even have to be that style, but what that style represents can help you in 

your craft. 

 Previously, Daniel had shared with me that he used to only dance to rap music that had 

explicit lyrics or sexual undertones, which made some other students very uncomfortable. But as 

a high school student he was not cognizant of other people’s values and tastes. He was strictly 

absorbed in his own likes and preferences, and had a hard time seeing the value in other people’s 

views of what dance should look, sound, and feel like. But after taking creative dance from Mr. 

Strong in high school, continuing to learn from him after graduating from high school, and later 

working for Mr. Strong at his professional performing arts studio, Daniel’s perspective really 

changed. He has become very humble in his views of where he came from and where he is today 

as a dancer and choreographer. Daniel shared with me a story about how he tried to teach some 

choreography to his creative dance classmates one time in high school, but he had a very limited 

set of moves that he had mostly picked up from YouTube. It was not until after that class session 

that he realized he needed to diversify his movement repertoire: 

I remember I taught at Williams one time – they were open to my style but they didn’t 

like it . . . because I didn’t have enough training. [My choreography] was just stuff I 
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would see on YouTube . . . and then I got more training, and only then I knew – before, 

my movement sets were so limited. . . . but I always feel like I’m pretty good at dance, 

but then you get to a certain level and it’s like, “Oh, I used to be really bad.” I feel like, 

“Oh, I’m pretty good at dance now.” But then, a couple of years from now, when I keep 

growing, it’ll be like, “Oh, I sucked back then.” 

Daniel’s point was, “I always want to be getting better.”  His mentor, Mr. Strong taught 

him that he should never stop working on improving, and he should never stop learning once a 

goal is reached. There should always be newer, bigger, and better goals, because there is always 

room to grow and change. He told me, if you do not grow, you will not change, and if you do not 

change, you lose relevancy to both your audience, and yourself.  

When I asked Daniel what his advice would be to students who are just starting to learn 

to dance in a creative dance class in high school, he said, “To just really stay open. If you want to 

be the best, work hard and stay open-minded towards anything.” Daniel shared with me that he is 

so glad that he learned basic ballet positions, moves, and terminology in his creative dance class 

in high school, and even the other styles that his teacher taught have all been beneficial to him as 

a dancer, even if he did not realize it at first. He says that the worst attitude a person can have in 

life is to think “I already know everything” or “I don’t want to do try that” because you will limit 

yourself in what you will be able to accomplish. He went on to say, “I just want to keep doing 

new things – every year, pick up something new – because this is the never-ending cycle of 

growing.”  

 Mr. Strong’s perspective. When I interviewed Mr. Strong outside his professional dance 

studio one day, he told me he remembered the day he met Daniel. Daniel was a junior in high 

school when he approached Mr. Strong and asked if he needed a teaching assistant (TA). Mr. 
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Strong told Daniel that he was not looking for a TA at the time, but Daniel was welcome to try 

his class and see if he was interested in taking beginning creative dance for an elective credit. 

Daniel was reluctant at first, but he gave the class a try and decided to stay. Mr. Strong goes on 

to say that he could tell that Daniel was “all about hip hop,” but because Mr. Strong has a diverse 

background in performing arts, he taught his students many styles throughout the year including 

ballet, tap, modern, and basic fundamentals of movement.  

 At the time Daniel was taking Mr. Strong’s creative dance class as a senior in high 

school, Mr. Strong could see that Daniel was doing his best to internalize things that were being 

taught in class. Oftentimes, after Mr. Strong finished teaching something to the class, he and his 

students would all take a break to rest and drink water, and he distinctly remembers Daniel going 

over to the mirror and immediately trying to apply what Mr. Strong was teaching to his own 

dancing. He knew that Daniel was not just taking creative dance for an easy A – he was 

determined to become a better dancer, and by showing up to class every day, eager to learn and 

apply Mr. Strong’s teachings, Mr. Strong saw tremendous growth in Daniel’s dancing, 

choreography, and eventually in his demeanor, as well.  

 Mr. Strong recalls that when Daniel first started dancing in his class he was only 

interested in hip hop. He was also very “cheeky,” meaning that he seemed rather uncomfortable 

in the dance class because he was doing things he had never done before, which caused him to 

laugh a lot. However, as time went on, Daniel began to mature and his confidence in himself 

started to grow. In the beginning, like most of his classmates, Daniel did not know any basic 

dance terminology such as “first position” or “plié,” but Mr. Strong taught his students these 

terms, and many others that were important for them to know, especially if any of them wanted 

to pursue a professional career in dance one day.  
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 As the year went on, Mr. Strong noticed marked changes in Daniel’s dance ability as he 

became more comfortable in his own skin and started to incorporate more formal technique into 

his own style of dance. Over time, Daniel really began to take dance more seriously and Mr. 

Strong could tell that he was someone with the potential to continue dancing beyond high school 

because of his creative abilities. By the end of the school year, although their time together as 

pupil and teacher had come to an end, Mr. Strong and Daniel were mutually grateful for the 

things they had learned from one another throughout the year, and they promised to keep in 

touch.  

 Daniel went off to Anuhea Community College (ACC) the next fall, and Mr. Strong 

continued to teach creative dance part-time at Daniel’s alma mater. But over the next year Mr. 

Strong would continually hear requests from students and former students that they needed a 

space to continue to learn dance outside of school. After months of planning how to provide such 

a space for his students, Mr. Strong opened up his own performing arts company in Honolulu, 

and decided to hire former students to teach beginning, intermediate, and advanced hip hop 

classes in his studio. One of the former students he decided to hire was Daniel.  

 When Mr. Strong offered the job to Daniel, he responded with an enthusiastic, “Yes, I 

wanna teach!” and from there Mr. Strong became even more of a mentor to Daniel because he 

was giving him an avenue to express himself through choreography, as well as an opportunity to 

learn how to teach others to dance, just as Mr. Strong had done for him. Mr. Strong opened a 

door for Daniel to rediscover his passion for dance, which had slowly faded away over the year 

he had given up dance to pursue a degree in business at ACC.  

 Outside encouragement. In addition to Mr. Strong’s encouragement, James also shared 

with me in his interview that he encouraged Daniel to keep dancing, even after Daniel received 
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some negative feedback from a producer of a Korean Pop show. James told me Daniel seemed 

like he began to doubt himself after that, but James reminded Daniel that he should not be afraid 

of “not making it,” and he also should not “worry about [making] money.” After James’s and 

Mr. Strong’s encouragement to “keep at it” and not give up on his dream, Daniel got back into 

dancing again with more passion and determination than ever. 

 Life lessons. When I asked Daniel about the life lessons he learned in Mr. Strong’s dance 

class, he told me that Mr. Strong taught him how to set goals for himself. He also taught him that 

there would be many obstacles on the road to achieving those goals, but he will need to be 

creative and problem-solve in order to overcome those obstacles. In his high school dance class, 

Mr. Strong gave Daniel and his classmates a scenario to illustrate his point. Daniel explains the 

activity in the following excerpt: 

Mr. Strong told us you need to get from point A to point B, but how are you going to do 

it? How are you going to get there? But you have no legs. What are you going to do? 

Then he told us, “Do whatever you can do. Roll, crawl, do like, shoulder rolls or 

something. Do whatever you can to get there. Just no matter what, have a goal, and no 

matter what life throws at you, find out how you’re going to get to that goal, like, no 

matter what. And then after you reach that goal, set another goal.” He said just always 

keep setting goals and achieving them. 

Daniel also shared that his dance teacher was a very important person in his life because 

he was someone he could turn to for advice. He says that Mr. Strong  

was just one of those people [who was] there for you. I just feel like people need that. 

Besides your parents I feel like you need some kind of adult to be a friend but to also 
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have that knowledge of just life. . . . I think that’s important just for people to have 

someone to talk to about things. 

While reflecting on Mr. Strong’s class, Daniel told me he believes “students need dance.” 

Before getting involved in dance in high school, Daniel told me, “I didn’t know who I was. . . . 

Dance made me more confident. . . . it shaped who I am.” Daniel also expressed sorrow for 

students in schools without dance programs because some of them “will never know dance.” He 

believes “students need the chance to try it” because for some people, “dance becomes their 

life,” and it can provide life-changing experiences even for those who do not intend to pursue 

dance after high school because “they will keep dance with them forever” and “they can use 

what they learn in other parts of their lives.” Just as Daniel used Mr. Strong’s lessons of goal-

setting, problem-solving, and pursuing constant improvement in his life after graduating from 

high school, he feels other students can learn things in dance class that are not always taught in 

other academic courses, which can improve their lives both as students and as graduates pursuing 

higher degrees, trades, jobs, and professions.  

Travis and His Story 

The third main participant in this study is Travis, a recent graduate and current student at 

a four-year university on the mainland. Travis began dancing in his sophomore year of high 

school and continued up until he graduated in May of 2015. I was introduced to Travis by his 

high school dance teacher because she felt he was someone who could provide insight into the 

ways in which dance can affect high school students with multifaceted hybrid identities. After 

meeting Travis for the first time, it was clear that he did not define himself simply as a dancer 

and that there was so much more to him than meets the eye.  
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Travis’s life before dance. Travis’s father was born in Ohio, his mother was born in the 

Philippines, his older brother was born in Florida, and Travis was born in Mississippi. As a 

military family, they moved from state to state and eventually came to Hawai‘i when Travis was 

two years old. When Travis was in the second grade, his father was sent to South Korea by the 

military for work, and it was there that he met and fell in love with another woman. Travis’s 

father returned to Hawai‘i and told Travis’s mother that he wanted a divorce. After the divorce, 

Travis’s father returned to South Korea, got remarried, and has lived there ever since.  

When Travis’s father left, Travis’s mother had to raise him and his brother all by herself. 

She had to work hard to make ends meet, so she always had more than one job, which kept her 

extremely busy. Travis’s mother was “big on religion,” so she and the boys went to church 

regularly, but according to Travis, even though they were taught the importance of manners and 

respect, he and his brother did not get along with each other. His brother was four years older, 

had a completely different group of friends, and did not share any similar interests with Travis. 

As a boy Travis loved going outdoors to play, but his brother preferred staying in his room and 

playing video games. In addition, Travis’s brother never invited him to do anything together, so 

growing up they both just tried to stay out of each other’s way so that they would not end up 

fighting with one another. 

Because he was not close with his brother, and because his mother was rarely home, 

Travis had to learn to be independent from a very young age. For example, when Travis was in 

elementary school he would often come home from school and no one would be there, so he 

would have to do his homework by himself and cook his own dinner. Travis never had 

grandparents around while he was growing up, and he recalls that he only visited his maternal 

grandparents once in the Philippines when he was “really young”. Travis’s biological father 
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would “come home to Hawai‘i every couple of years” when Travis was younger, but he shared 

that the last time he saw his father was when he was a sophomore in high school. They only way 

they connect now is through Facebook, “randomly,” and he is unsure of when he will ever see 

his biological father in person again. Travis told me that he “got used to not having him around” 

by the time he was in high school, and although he always hoped that his father would come 

home when he was in elementary and intermediate school, he knew that would never happen 

once he came to grips with reality as a teenager in high school.  

Travis started playing soccer from the age of 6, and hung around the same group of 

friends from elementary school through intermediate school. However, when Travis was in 

intermediate school, his mother met a military man and eventually decided to get remarried. At 

that time, the family moved from their two-bedroom rental to a three-bedroom house in a 

different district, which meant that Travis had to say goodbye to all of his friends from 

elementary and intermediate school. Life for Travis and his brother improved financially after 

their mother got remarried because they moved to a nicer neighborhood and their mom no longer 

had to work two jobs to support the family. Still, teenage life was not easy. Travis and his 

brother “did not really get along” with their stepfather, but they learned to live by his rules, be 

respectful, and perhaps most importantly, to be on time so that they would “not get scolded.” 

High school life. Although Travis played soccer from a very young age, and later became 

a sprinter and high jumper on the track team in high school, as a teenager he mainly identified 

himself as a “skater” (skateboarder), as opposed to a soccer player or athlete. Travis first became 

a part of this skater crowd after one of his friends showed him how he could do tricks on his 

skateboard. Travis thought skating looked like fun so he and his friends decided to practice 
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skating and doing tricks at the neighborhood skate park, which was only a five-minute-walk 

from Travis’s house.  

Many of the boys in this group of skaters also happened to be taking dance at Kalia High 

School. They had originally signed up for the class as eighth graders towards the end of their 

intermediate school years when they had to register for their high school classes. Travis told me 

they mainly did it to “meet girls,” but once they entered high school they ended up liking the 

class a lot because they got to lie on the floor, jump through the air, and “learn about themselves” 

at the same time. In his first year of high school Travis never got a chance to see his skater 

friends dance, but he continuously heard about how much fun it was from them, and he trusted 

them enough to take their advice and enroll in the dance elective at school the following year. 

This became the start of a dramatic change in Travis’s demeanor and outlook on life. 

At the beginning of Travis’s sophomore year, he felt “very uncomfortable as first” in the 

dance class at school because the type of movements being taught in his introductory-level 

modern dance class were different from anything he had ever done before. In fact, he says he had 

never danced before taking that class, so he was experiencing ways of moving his body that were 

really “out of [his] comfort zone.” After a while, however, he began to get used to the 

movements and movement phrases in class, and he started to notice that dance was giving him “a 

confidence boost.” Travis went on to explain that in his dance class, the teacher expected 

students to constantly try new things, and while they were all learning to move in different ways, 

everyone in the class understood that it was not acceptable to shame or make fun of anyone else 

during that process. In his dance class, Travis could take risks, make mistakes, and not worry 

about what other people thought about him, which taught him that it was beneficial to try new 

things even if the outcome or product was not perfect at first. In our first face-to-face interview, 
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he told me that this helped him feel more comfortable in his other classes in school, and 

explained, “[dance] gave me a confidence boost. I think I was more open to – I guess speaking 

out in the class or trying things or asking questions . . . instead of just sitting there and being 

quiet.” He began to understand his own potential, and became proud of the ways in which he was 

growing. Because he was learning to do things he never thought he would be able to do, his ideas 

about himself began to change. He realized that if he worked hard at something and believed in 

himself, he could achieve what he previously believed was impossible. Just knowing this gave 

Travis more confidence in himself, and it really began to show in dance class, in his other 

classes, and in his interactions with both his dance and non-dance peers. 

Travis also acknowledged that he became more outgoing because the people in his dance 

classes were from all different backgrounds and hung out with many different cliques at school. 

Because of this, he got to know so many different people with whom he would have never 

socialized if not for dance class. In our initial interview, I asked Travis what he thought he might 

be like today if he had not taken dance. Here is what he had to say: 

I think I would be like a lot more shy than I am now ‘cause before dance I kind of just 

stuck to one group. I never really like branched out or did anything outside of my regular 

group of friends. I just kind of did the same thing with the same people. And I guess 

dance opened doors to more people, more friendships, opportunities, and stuff like that. 

When I asked Travis if he felt he would keep in touch with more soccer friends or more dance 

friends now that high school was over, he told me he felt that he would probably keep in touch 

with his dance friends more than his soccer friends because soccer season only lasted for a 

portion of the year. Dance, on the other hand, was year-round, so he told me he felt a lot closer to 

his dance classmates than his soccer teammates. In particular, he said he really bonded with the 
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boys in his dance classes because there were so few of them. They went through the same 

struggles and enjoyed the same triumphs as male dancers, and that brought about a closeness to 

one another founded in mutual respect and understanding of the challenges of being a part of the 

minority (male) group in classes that were predominantly female.  

 At the same time, Travis shared that he remained close to his skater friends throughout all 

of high school and up until now because they spent the most time together outside of school. He 

and his dance friends would come together to dance – that was their common passion – but he 

was always with his skater friends whenever he was not dancing. Travis felt he could identify 

more with his skateboarding friends because they had been his friends before he became a 

dancer, and even though he recalls them offering him drugs at one point during high school, he 

told me he never had the urge to try it and felt drugs were a waste of money, so he just told his 

friends that he was not interested, and they respected his decision.  

At Travis’s high school the weekly schedule is set up so that students have dance class 

three times a week. Travis told me that he and his friends began to feel “addicted” to the class 

because they really looked forward to it, and they felt a little “down” on the days that they did 

not get to dance. This eventually led to Travis and his friends joining the school’s dance 

“company,” a select group of gifted ballet and modern dance students enrolled in Kalia High 

School’s dance program. After auditioning and being chosen to be a member of the company, 

Travis was able to dance nearly every day of the week, which brought him even closer to his 

dance friends because of the time they spent together in class and after school rehearsing with the 

company. By the time Travis was in the advanced modern class in his senior year, pretty much 

everyone in the class was also in the dance company, which meant he was seeing his dance 
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classmates every single day, sometimes twice a day, and sometimes on weekends for rehearsals, 

as well.  

Students in his school’s dance class were not required to perform live for an authentic 

audience, but those chosen to be in the school’s dance company participated in two dance 

concerts per school year. Travis did not agree to be in the dance company in his sophomore year 

because he was playing soccer and could not commit to the demanding rehearsal schedule of the 

dance company in addition to his soccer practices. In his junior year, however, he reached a 

compromise with the dance teacher so that he could participate in both activities. After several 

discussions, Travis’s dance teacher was understanding enough to allow him to rehearse the 

concert numbers he was in at the very beginning of their dance company rehearsals so that he 

could still make it to his soccer practices on time. This made Travis very happy because he could 

continue doing two things he truly enjoyed, which allowed him more control over his evolving 

teenage identity because he was not being forced to choose to just be a dancer or just be a soccer 

player.  

Travis shared that it was a privilege to be in his high school’s dance company, and dance 

class became rather competitive because “Everyone wanted to be in the company.” Generally, 

only students whom the teacher felt were “gifted novices” were asked to audition for a spot in 

the company, and this served as a motivating factor in the dance classes. Travis recalled, 

“Everyone tried really hard” because they wanted to be chosen as members of the company, and 

those who were chosen were talented and committed individuals.  

Upon returning home and visiting his old high school during his first winter break as a 

college student, Travis admitted that he did not miss being in high school, but he did miss the 

people with whom he used to dance. He shared that although practically everyone who was in 
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the company during his senior year is in college now, they still keep in touch by texting one 

another and are still good friends even though they live in different states across the U.S. 

Mrs. Beck’s perspective. Mrs. Beck, Travis’s high school dance teacher, described 

Travis as “very hesitant and nervous” when he first entered her beginning level dance class. In 

his first year of taking dance in high school, Travis did not feel comfortable lying on the floor, 

stretching all parts of his body during warm-ups, and coming in contact with his fellow dancers 

during class. However, Mrs. Beck says that he “went through a transformation” over time, and 

really “blossom[ed] into this grounded, well-rounded” person. Travis came to know his body 

well, and learned to use it in completely new ways than he had previously known. Although 

Travis had played soccer for most of his life, and was also an accomplished skateboarder, Mrs. 

Beck shared that it was through dance that he truly became “at ease with his body.” Travis said 

that when he was dancing in high school, the class always started with the same warm up, the 

same conditioning, and then they got to learn some choreography at the end of the class. Because 

they always did the same thing for the majority of the time they spent in dance class each day, 

what initially felt extremely awkward and uncomfortable became second nature to Travis and his 

classmates. Correspondingly, Travis admitted that sometimes it could get “kind of boring” doing 

nearly the same thing every period, but if it were not for the consistent routine of the class he 

would not have improved as much in this one style.  

Travis’s transformation did not end with improved movement awareness and physical 

ability. According to Mrs. Beck, Travis really grew in the dance program because he pushed 

himself to be the best, and to always do his best in her class, but he also pushed himself to do 

well in other areas of his life. One of Mrs. Beck’s rules to participate in dance concerts was that 

each performer had to be passing his classes. Travis shared with me that if a student was not 
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passing a class he would have to sit out from rehearsals until they brought their grades up. This 

did happen to certain students on occasion, but Travis made sure to do well enough in all his 

classes so that he never found himself in that situation. 

She goes on to say, Travis “was somebody [who] never gave up on the movement and let 

the movement just take him wherever it wanted to.” She believes this helped him transform from 

a hesitant and anxious individual into a very poised, self-assured person because he learned that 

people’s own insecurities and inhibitions are what hold them back from learning about 

themselves and growing. Travis told me he believes dance is important for high school students 

because it “let’s you find yourself and express yourself,” and it also helps people “bring out 

qualities” they never knew they possessed. When Travis first signed up to take dance in high 

school, it was only because his friends told him it was fun and they all wanted to be able to take 

the class together. However, Travis learned that the dance classroom was a unique space where 

he could escape the problems of his life, relax, and just be himself. He recalled that one time in 

high school he got into a fight with his girlfriend and had dance class right after that. Travis 

walked into the dance studio with a heavy heart and was not in the mood to dance at all, but he 

got dressed, started to warm up, and by the end of the class he felt so much better because he was 

“not as angry” after a whole hour of focusing only on breathing, stretching, and movement.  

Mrs. Beck’s description of Travis seems all the more accurate after observing the way he 

carries himself. Travis’s posture, his demeanor, and the ways in which he interacted with me as a 

teacher and researcher all confirm her views of his mature and confident nature. When I asked 

Travis whether he was nervous to be going off to college in a face-to-face interview just weeks 

before leaving Hawai‘i, he simple stated, “It doesn’t sound scary. . . . I’m not scared right now, 

thinking about moving out there and being on my own.” When I asked Travis if he would like to 
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say anything to his teacher, Mrs. Beck, before leaving for college, he responded, “I’d thank her 

for all the lessons that she taught me, like, the life lessons, and [for] giving me a place to safely 

be myself, and just grow from there.” 

Glenn’s perspective. When I asked Travis what he recalled about his high school dance 

program experiences, he replied, “Being able to grow both personally and as a group, and 

develop trust and strong relationships with my peers.” Travis shared that when he first started 

school at Kalia High School, he had a very small circle of friends. He grew to know a group of 

skateboarding boys, but did not really associate with anyone outside of that group. During 

Travis’s freshman year, he met a dancer named Glenn who was in the same physical education 

class, and they would “hang out’ once in a while, although not on a regular basis. When I 

interviewed Glenn over the phone, he recalled Travis as a “shy guy” when he first met him 

because he mostly kept to himself. From sophomore to senior year, however, Glenn and Travis 

danced together in Mrs. Beck’s classes at Kalia High School, so they grew to know one another 

on a much deeper level. Glenn told me, “A lot can happen in three years,” and he really saw 

Travis’s confidence increase, especially toward the end of their junior year. He specifically 

noticed Travis putting more effort into his dancing and improving greatly in his second and third 

years of class. Glenn was also very enthusiastic about dance, and he and Travis eventually 

recruited several other boys to join dance, not only because it helped with flexibility and 

strength, but because it was fun for them to be in the class together.  

To this day, Glenn says that Travis is one of his best friends. They got a lot closer 

because of dance, and they both live in Arizona now, so they Skype a lot and get together at least 

once a month since their colleges are only about a 2.5 hour drive away from each other. In high 

school they would go to the gym together to work out, and they would also hang out at the beach 
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with mutual friends, but now when they see each other they just “hang out at [Travis’s] dorm” 

and they also “talk about dance a lot” even though neither of them is dancing now, because they 

made and share so many fond memories from their years dancing together in high school.  

Travis’s most important lesson. Besides learning to make friends from diverse 

backgrounds, and fostering long-term relationships with others, I asked Travis what the most 

important thing he learned from Mrs. Beck over the years has been, to which he replied, 

“Commitment.” He explained that Mrs. Beck “preached commitment” in her classes, especially 

when students began to make excuses for themselves or when they got distracted by outside 

influences. She would consistently remind them, “you have to stick by your word – you made a 

commitment and you have to follow through on it.” Travis explained in his interview that he 

remembered the words of his dance teacher in his senior year of high school when he no longer 

felt like playing soccer. He had played every year up until that point, but his enjoyment in the 

game began to fade. He told me there were times he wanted to quit, but he kept thinking about 

what Mrs. Beck taught him about commitment, so he “stuck it out,” and was glad he finished his 

last season in the end because he proved that he was true to his word. Travis also shared that he 

felt this lesson will apply to his life as a college student because there will be times when he will 

not want to attend his classes, but he plans to stay committed to his education and not skip out 

just because he is not obligated to be there.  

After one semester in college, Travis told me he earned a 3.7 grade point average (GPA), 

and is now considering both applying for academic scholarships as well as a part-time job. His 

commitment to attending classes, studying, learning, and getting good grades is evident, and he 

continues to work hard to stay committed to his goal of earning a degree in business. Living in a 

dorm, there have been temptations to try illegal substances or participate in activities that are not 
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conducive to high academic performance, but Travis is sticking to his values and beliefs that 

staying true to his word is more important than instant gratification. Mrs. Beck taught her dance 

students, “Your actions will define you,” and Travis is living proof that her words have had, and 

still have, an impact on his life.   

Chapter 5: Findings 

Dance Class as a Third Space 

After examining the questionnaire data, interview data, and the narratives of Pomai, 

Daniel, and Travis through the Third Space Theory lens, I found that dance classes acted as third 

spaces for my main participants in the same ways previous studies indicated (See Appendix F: 

Six Categories From Previous Studies on Dance). My findings are summarized in the following 

table highlighting the ways in which in-school dance classes provided my main participants with 

third spaces that allowed them to do things that were not always possible in the first and second 

spaces of their lives. 



 

124 
 

 

 
 
Table 9 
 
Analysis of Third Space Dance Place (TSDP) Categories from Theoretical Framework  
How did third space 
dance places (TSDP) 
allow participants to 
do the following: 

Pomai Daniel Travis 

1) Be 
themselves/Express 
themselves freely 

-Performing and creating 
choreography allowed for 
self expression 

-TSDP was a safe place to 
explore movement and 
express himself through 
choreography 

-TSDP was like “home” 
-People were “always 
there” 
-Felt safe to be himself and 
grow 

2) Shed 
preconceived 
notions of 
themselves/Take on 
brand new or hybrid 
identities 

-Was a “good student” and an 
admirable leader in dance 
class 

-Became more than a hip hop 
dancer.  
-More confident, less shy. 

-Took on new identity as a 
confident person 
-Friends with people of all 
backgrounds 

3) Release 
stress/Escape 
everyday problems, 
pressures, and 
struggles 

-TSDP allowed her to 
channel her energy in a 
positive way 

-Escaped pressures of being 
an amazing dancer from the 
start 
-Perfect place to learn and 
grow as a dancer/person 

-A place to relax and forget 
about problems he was 
having outside of the dance 
classroom 

4) Begin to know 
themselves 
better/Improve their 
self-concept 

-Discovered passion for 
dance and helping people 
through dance 
-Started thinking of herself in 
a different way (as a dancer/ 
choreographer/good student) 

-Helped him discover his 
passion for choreography 
-Gave him confidence in 
himself as a dancer 
 

-Allowed him to find 
himself 
-Brought out qualities he 
did not know he possessed 

5) Feel safe to make 
mistakes/try new 
things 

-She had never done anything 
other than hula and 
Polynesian dance 
-Remained open to the new 
styles of ballet, jazz, 
contemporary, and hip hop 
-Worked hard 
-Practiced a lot 
-Eventually “took off” in 
abilities to dance and 
choreograph 

-TSDP more conducive to 
learning than outside dance 
studios where he also took 
classes because of the “safe 
environment” Mr. Strong 
created (where he did not 
have to worry so much about 
what other people thought 
about him/his dancing) 

-Was very insecure in his 
creative ability as a 
choreographer, but gained 
confidence over the years  
-Stopped worrying about 
what others were doing or 
how he looked because the 
TSDP was a safe place to 
make mistakes and try new 
things 

6) Generate positive 
relationships with 
others/Develop a 
sense of belonging 
in a safe/nurturing 
community 

-A place to feel safe and 
comfortable with others.  
-Let them (all the dance 
students) release their fears 
of exposing their true selves 
-Provided opportunities to 
meet and interact with 
students from very diverse 
backgrounds  

-Relationship with Mr. 
Strong continues to provide 
inspiration and support  
-Experiences in different 
dance communities have 
been very positive overall 
-Foundation for future 
learning and growth has 
carried over to this day 

-Became very close to his 
dance classmates 
-TSDP was the most 
nurturing space on campus 
-TSDP community helped 
shape who he is today 
-Still keeps in touch with 
classmates who were in 
KHS dance company  
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This table directly answers my first research question for this study: “How did dance 

classes act as third spaces in the lives of students from three different public high school dance 

programs on O’ahu?” I explain my analysis of Table 7 in the following write-up of Categories 1-

7 below.  

Category #1: Being and expressing themselves. Pomai discovered a passion for dance 

(specifically choreographing), which allowed her to explore movement and self-expression in 

new and positive ways. Alexander High School’s TSDP also allowed her to “discover who 

‘myself’ was.” Daniel expressed that he loves to choreograph, which is something he began to 

explore more in the TSDP at Williams High School. He said, “Choreo is a piece of me,” and he 

acknowledged that he could really express himself and explore his creativity in his high school’s 

TSDP. For Travis, the dance classroom at KHS was like “home.” He explained that whenever he 

would enter the TSDP at KHS, “someone [was] always there.” His friends and his dance teacher 

cared about him and how he was doing, and knew about both the challenges and triumphs in his 

life. He felt he could be himself in his school’s TSDP, and believes it was an amazing place for 

people to “express themselves and grow.” 

Category #2: A space for new identity formation. For Pomai, she was never the “good 

kid” in any school environment. But in Alexander High School’s TSDP, she was a very good 

student, according to her former dance teacher, Carmen. Not only that, she was a hard-worker 

and an admirable leader who helped teach others, including her good friend, Izzy. Daniel became 

more than just a hip hop dancer in Mr. Strong’s class. He grew as a dancer because of the 

movement fundamentals and various styles Mr. Strong taught at WHS, but more importantly, he 

gained valuable insight and was taught so many lasting life lessons in his high school’s TSDP. 

He became noticeably more confident according to himself, his teacher, and his brother, and said 
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he wants to be the kind of choreographer who passes on the same type of wisdom that Mr. 

Strong shared with him. Travis also took on a new identity in his high school’s TSDP. He 

became more outgoing and associated with people from all backgrounds and social cliques. 

Travis still keeps in touch with nearly all of his former dance classmates who were also in the 

KHS dance company, including his very close friend, Glenn. 

Category #3: Dance as an outlet. Pomai’s TSDP allowed her to channel her energy in 

much more positive ways than she had in the past. She had been a very physical child who grew 

up participating in contact sports. Unfortunately, because of issues she faced with her parents 

growing up she developed anger issues, which led to many physical altercations with peers. But 

once Pomai started taking dance classes at AHS, she was able to release her feelings through the 

medium of creative dance instead of through physical violence as she had in the past. Also, as 

soon as Carmen asked her to be a chorographer for the AHS dance concerts she no longer had an 

abundance of time to participate in illegal activities because she was “too busy” with dance.  

Daniel gave up smoking marijuana once he started dancing in high school. Dance became 

everything to him, and the need to fit in with the pot-smoking community dissipated. He got 

serious about dance in his junior year and began taking dance classes at professional studios, but 

found that there was a lot of pressure to be good in those environments. However, in his senior 

year, Daniel began learning creative dance from Mr. Strong at Williams High School, and he no 

longer struggled with issues of insecurity or expectations to look like the professional dancers he 

watched on YouTube and on television. He told me the TSDP at WHS was the perfect place for 

him to learn and grow both as a dancer and as a person. 

For Travis, the TSDP at KHS was a place where he could go to relax and forget about 

any problems he was having outside of the dance classroom. As he mentioned in his initial 
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interview, once he started stretching, conditioning, and moving around in Mrs. Beck’s dance 

class, he stop thinking about whatever was bothering outside in the first and second spaces of his 

life.  

Category #4: Knowing themselves and liking themselves . When Pomai started 

dancing at AHS, she began to think of herself in a different way. She was not a “delinquent,” a 

child who was court-ordered to attend anger management classes, nor an abuser of alcohol and 

drugs. She was a dancer, a choreographer, a hard-working student, and a “good kid.” Daniel had 

struggled with defining himself throughout middle school and into his freshman year of high 

school, but eventually realized dance was his passion. He gained popularity because of his hip 

hop dance performances in high school, but did not realize that he could make a difference in 

people’s lives until he entered Mr. Strong’s TSDP in his senior year. He now wants to be a 

professional choreographer who cares about his students and strives to teach them, not just 

original and creative choreography, but life-long lessons that will stay with them long after they 

leave his dance classes.  

Travis shared with me that the TSDP at Kalia High School allowed him to find himself 

and bring out qualities in himself he did not know he possessed. He did not feel that Mrs. Beck’s 

dance classes changed his core identity, but her dance program did allow him to grow and 

expand how he defines himself. Even though Travis does not see dance as an integral part of his 

future in business and hotel management, he understands that the TSDP in his high school 

shaped who he is today and has given him tools that will help him maintain the academic success 

he has attained up until this point in his life.  

Category #5: Making mistakes and trying new things. Pomai showed interest in 

creative dance from the very first time she saw a friend dancing around their auto tech 
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classroom. After observing Carmen teach class in the TSDP at AHS, Pomai was fascinated, but 

unsure whether she could move in the ways she saw Carmen’s students move that day. She later 

decided she wanted to try it, and enrolled in Carmen’s class the following year. Carmen recalls 

Pomai as a shy and quiet student who blossomed into a talented dancer and choreographer 

because of her willingness to work hard, ask questions, and try all the new things Carmen taught 

in her classes.  

 Daniel felt safer in the TSDP at Williams High School than he ever had in outside dance 

studios where he took classes to improve his dancing ability. He shared that he did not have to 

worry as much about impressing others in Mr. Strong’s class because everyone was learning and 

trying new things all together. In the TSDP at WHS, people’s abilities to dance and choreograph 

were not the main focus of the class – the goal was to support one another in their growth and 

learning, without judging the quality of one another’s dance and creative abilities.  

 Travis felt completely awkward in his first two years of Mrs. Beck’s dance classes when 

she asked students to come up with short pieces of choreography that were all their own because 

“nothing would come” to him. He said he “hated choreography” but eventually stopped worrying 

about what other people were doing or how he looked because he knew that the TSDP at Kalia 

High School was a safe place to make mistakes and try new things. Once Travis realized that his 

peers and teachers were there to support him and help him grow, “something clicked,” and he let 

go of his fear of looking awkward and being judged by others. 

Category #6: Positive relationships in a safe and nurturing community. The third 

space dance place at Alexander High School gave Pomai and her classmates a place to feel safe 

and comfortable with others no matter what their life histories entailed, or how they were defined 

in the first and second spaces in their lives. In the TSDP they could release their fears of 
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exposing their true selves to one another, and they were encouraged to constantly work in unison 

with students from very diverse backgrounds to achieve excellence in all of their academic 

subjects. 

Daniel’s relationship with his high school dance teacher, Mr. Strong, continues to provide 

him with inspiration and support in his life today. He shared with me that his experiences in 

dance studios on O‘ahu have been very positive overall, but nothing compares to the foundation 

for future learning and growth that the TSDP at Williams High School provided. For Daniel, the 

lessons Mr. Strong taught him about dance and about life have carried over to this day, and have 

led him to strongly believe that the relationships between students and teachers are just as 

important as the relationships among our peers in all learning contexts and environments.   

Travis became very close to his TSDP classmates at Kalia High School and felt like Mrs. 

Beck’s classroom was the most nurturing and comfortable place for him on campus because of 

how “free” he could be there. He did not have to sit at a desk, raise his hand every time he 

wanted to speak, nor refrain from speaking about his personal life when he was amongst his 

dance teacher and his TSDP peers. The dance community at KHS definitely helped shape who he 

is today, and the relationships he built with fellow dancers in his school’s TSDP continue to 

evolve and provide him with encouragement, support, and friendship in his life as a freshman in 

college.  

Impetus for Change 

My second research question for this study was, “What was the impact of third space 

dance places on the lives of the three main participants in this study?” In using grounded theory 

data coding and analysis techniques, I unearthed six themes from the data for all three main 

participants. These themes are explained in the following section. 
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Theme #1: Academic motivation. In their interviews, each of my main participants 

mentioned that their in-school dance classes played in a role in motivating them to either attend 

school more regularly, study harder, or keep their grades up. For Pomai, creative dance was the 

“only interesting class” she had, and it was the only class she attended regularly her entire high 

school career. Since she never thought she would graduate from high school, let alone college, 

she simply attended school to go to dance class. For her, dance class was fun because she got to 

choreograph, she liked her classmates, and she felt like her teacher believed in her talent. 

 Daniel started trying harder in school once he discovered his love for dance. This was 

because he was putting 100% into becoming the best dancer he could be each day, which 

confirmed what his parents had been trying to teach him and his brother their whole lives: to try 

their best in everything they do. Daniel decided that since he was giving his all in dance, he 

needed to do the same in the rest of his classes. He also shared, once he started to realize, 

“[Dance] is what I’m going to do for the rest of my life,” his whole attitude about school 

changed, as evidenced in the following excerpt:  

That’s when I felt really confident in what I was doing and that’s when I started doing 

really good in school. That’s when I started actually trying and stuff because I didn’t feel 

like, “Oh, school’s stupid.” 

Before that point, Daniel was “just passing” in nearly all of his school subjects, but once dance 

started to become a central part of his teenage identity, he began to feel motivated to make his 

parents proud of him, not just as a dancer, but as a student, and a person, and dance gave him the 

confidence to believe that his new goals in life were both realistic and attainable.  

Travis had always had passing grades, as well, but dance made him more aware of his 

grades and his level of participation in his other classes, especially since he had to keep his 
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grades up to be in Mrs. Beck’s dance concerts each semester. He remembers that some students 

did not have passing grades in their other classes, so they were required to sit out from classes, 

rehearsals, and concerts until their grades improved. Travis did not want that to happen to him, 

so he made sure to study hard in each of his classes so that he was never in jeopardy of failing a 

class. 

In addition, once Travis started dancing he began to realize it was okay to make mistakes 

in school because that was the best way to learn and improve in all of his classes. Travis shared, 

Because in dance . . . you’re expected to dance and do things and try new movements 

and, like, in that learning process . . . no one is judging you or no one is shaming you for 

trying, and becoming comfortable doing that, I guess it got easier to be comfortable in a 

regular classroom setting. 

Not only did Travis learn that mistakes were an important part of the learning process, he 

became more comfortable trying and doing new things in his other classes, and although he 

experienced successes and failures with each learning endeavor, dance taught him that sticking to 

something and putting in maximum effort would eventually lead to favorable results.   

Theme #2: Confidence and self-efficacy. Each of my main participants shared that their 

dance classes in high school gave them more confidence in themselves and their abilities. Pomai 

shared that she was chosen to be a choreographer for her school’s dance concerts, and she 

believes this was because her teacher thought she was a good dancer. She disclosed that her high 

school dance teacher, Carmen, did not ask less experienced students to choreograph often, but 

she first asked Pomai to choreograph in her junior year for the school’s fall dance concert, and 

from then on Pomai was choreographing for every show. Pomai’s self-efficacy grew because of 

Carmen’s belief in her as one of Alexander’s up-and-coming dancers and choreographers.  
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 In her interview, Carmen confirmed she believed Pomai was a talented dancer, and she 

appreciated how Pomai applied herself in dance class. From her very first class, although she had 

no dance experience other than in the Polynesian forms she grew up learning, Pomai tried hard, 

asked questions, and showed strong leadership qualities. Carmen also shared the following, 

about how Pomai grew over the two years she was in her creative dance classes: 

She definitely [became] more committed in regards to dance and making the commitment 

for herself to practice and [attend] the classes, and practicing choreographing, too, 

because I know she wanted to do that, and just, she was becoming more personable. She 

was, you know, definitely more confident. 

Daniel’s confidence grew out of his new identity, which was shaped by dance and the 

dance community he found at school. He also got a lot of positive feedback and praise from 

different people at school about his dancing, especially after performing before the whole school, 

which he says increased his confidence. Not only did he discover who he was (a hip hop dancer), 

he was proud to be known as one of the few dancers on campus, and he also felt like he was in 

the right clique for once after being accepted by an encouraging group of friends who shared the 

same passion.  

But Daniel’s self-efficacy needed time to develop. His journey toward becoming a 

choreographer was not without its challenges because his confidence in his ability to create 

works of art through dance composition had to develop with formal training under Mr. Strong 

and under outside choreographers, as well. This was difficult for Daniel, at first, because he had 

to come to terms with the fact that his art needed refining, and the audience for his art was not 

always going to be supportive. Daniel explains how he feels when people criticize his dancing 

and/or choreography in the following excerpt: 
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it hurts a lot because – well at least for me – when I make choreography . . . when I share 

my choreography on YouTube, or to the world or whatever, or to my friends, and they 

don’t like it . . . it kind of hurts. That’s a part of me. I worked so hard on it and stuff, but 

to think like that . . . Mr. Strong was telling me, too, you can’t impress everybody. That’s 

impossible. There’s no way 100% of everyone will like your stuff. 

Still, because Daniel had the opportunity to take creative dance in high school, he knows he has a 

strong foundation for becoming a great dancer and choreographer in the future. The belief he has 

in his ability to follow his dreams of becoming a dance professional began at Williams High 

School in Mr. Strong’s creative dance class, and Daniel recognizes this self-efficacy would not 

exist if Mr. Strong had not been there to mentor and encourage him, both then and now. 

 Travis shared that the main benefit of taking dance classes in high school was the 

increase in confidence he experienced over the three years he was in Mrs. Beck’s class. When I 

asked him to imagine what he would have been like if he had only done soccer, and if he had not 

taken dance in high school, he said that he would definitely have been shier, quieter, and less 

confident. Travis went on to say, “The dance program affected my performance in other classes 

because I gained confidence, which gave me the courage to try new things in class.” This 

“confidence boost” transferred to other areas in Travis’s life outside of school, and “helped [him] 

with everything in daily activities” such as his hesitancy to approach others at social gatherings, 

improving relationships with his family members, and being able to say no to his friends when 

they pressured him to try drugs.  

 In the dance classroom, however, Travis mentioned that he struggled with creating his 

own choreography in the first two years of Mrs. Beck’s dance program. Mrs. Beck’s 

choreography assignments were a challenge for him because he was still unsure of his creative 
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abilities and he was overly focused on what other people were doing, which made him doubt 

himself even more. However, in his third year of dance, he finally started to experiment more 

with his own creative abilities. At that point, he says, “something clicked and I wasn’t worrying 

about if people [were] watching me or if I look[ed] funny” because he finally believed he knew 

enough to create something original on his own.  

Theme #3: Friends and community. For all three of my main participants, dance 

allowed them to make new friends and become a part of their school’s dance community. 

Pomai’s core group of friends up until her sophomore year of high school were mainly her older 

siblings and their friends. She told me she skipped high school so much, she basically only went 

to her other classes about once or twice a month. I asked Pomai what she was doing when she 

was not in school, to which she replied, “Drinking and cruising with my other friends that had 

dropped out.”  

However, once Pomai enrolled in creative dance, she started associating with other 

dancers at Alexander High School, including her good friend, Izzy. She recalls, “I had friends 

that were really good in high school, like, all our friends, they were good students.” Although 

Pomai never truly applied herself in high school, she was still able to pass her exams and 

graduate with her class. She was not extremely close to anyone at school, but she did feel like 

she was a part of the dance community at school because of her involvement in dance classes 

and dance concerts every semester.  

Daniel was able to completely switch communities from a group of students who hung 

out to smoke marijuana, to a circle of dance friends at Williams High School who were equally 

passionate about dance. At that point, Daniel no longer had the time, nor the desire, to take part 

in illegal substance abuse. Dance freed Daniel from searching to belong through the use of 
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marijuana, and gave him a brand new clique with whom he could dance, laugh, create, and just 

be himself.  

 At Kalia High School, Travis only hung out with his skateboarding friends until he 

started taking dance classes from Mrs. Beck. He was never close to his brother growing up, and 

he had mostly lost touch with his elementary and intermediate school friends once his mother 

remarried and the family moved to a different district on O‘ahu. He also shared that he was not 

very close to his soccer friends since they only spent time together during soccer season. Dance 

helped him open up to different people from many different backgrounds who all came together 

for the purpose of learning modern dance forms. He and his dance friends learned to trust each 

other and feel extremely comfortable with one another, which came easily after spending years 

together in their dance classes and in Mrs. Beck’s dance company. Side by side, they all learned 

to move in new ways, to conquer their fears of looking stupid or making mistakes in front of 

others, and to feel safe with one another, even when dance exercises and choreographed pieces 

required bodily contact between two or more people. 

In addition, Travis told me he would have been more reserved in high school if he had 

not been a part of Kalia’s dance community because the atmosphere in his other classes felt “a 

lot more restricted.” He went on to explain this idea in the following excerpt: 

Well, in dance class, like, yah, we’re pretty close so I guess it’s kinda like home. I guess 

you can be as free as you want and, like, I don’t know, I guess there’s just not as many 

boundaries, so you can kind of just be yourself, do as you like, and there’s not gonna be 

as much judging or anything like that. Versus like a math class where you might not be 

close to everybody, you know, or not know everybody, so you kind of watch what you 

say and watch who you talk to. But [in dance class], it’s just a lot more free.  
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  Theme #4: Redefining their identities. This theme was constructed from open and axial 

codes relating to ways in which dance redefined and reshaped my main participants’ identities. I 

will now explain how each of my main participants redefined the identities they had constructed 

prior to entering the third space dance places in their public high schools on O‘ahu. 

Giving up a former life style. Pomai’s identity as an angry teenager, a drug dealer, and a 

future high school drop-out shifted dramatically because of dance. But completely letting go of 

that identity and lifestyle was not easy, according to Pomai, because of money. Pomai admits, 

her high school teachers had shown her grace in many instances and in many ways throughout 

her high school career, and she is not quite sure how she managed to graduate after all of the 

truancies she accumulated throughout her four years at Alexander High School. Pomai always 

knew she was a talented writer and “good test taker,” but it was only through the consistent 

caring and forgiveness she received from her teachers at AHS that she was able to earn a high 

school diploma. Although she was absent a lot, except to her dance class, Pomai’s high school 

grades were good enough for her to attend college, which she decided to do because of the 

scholarships and the generous amount of federal money she received to attend Mauka 

Community College (MCC).  

 Although she was working towards an associate’s degree for the next two years, Pomai 

continued to take part in illegal activities like financing drug shipments, selling drugs, and casing 

houses16 for a cut of the stolen goods. She even began the initiation process of joining a gang, but 

pulled out and went into hiding from the gang members after some of her high school friends 

convinced her not to go through with it. Still, Pomai could not shake the “easy cash flow” life 

she had come to know, and she began selling cocaine and ecstasy in addition to marijuana while 

                                                        
16 Casing houses meant hanging out in parked cars outside of drug dealers’ houses to figure out their schedules. 
Once a pattern was established, Pomai and her friends would break into the houses and steal the drug dealers’ cash, 
drugs, and other valuables.   
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attending MCC. She told me that in her mind she believed someone was going to sell the drugs 

no matter what, but that person was likely going to be using the drugs at the same time, so she 

was smarter than those people because she made much more money dealing since she was not a 

drug user. However, the money was what Pomai became addicted to, and it took several attempts 

by her friends, including her good friend, Izzy, to finally convince Pomai to give up that lifestyle 

and change her way of thinking.  

 A pivotal moment in her life occurred when she was driving home drunk one night and 

got pulled over at a DUI checkpoint. The police officer asked her to step out of her vehicle for a 

sobriety test, which she passed, but the officer did not know that Pomai had hidden 300 rolls 

(pills) of ecstasy under her steering wheel. The officer let Pomai go, but she was extremely 

shaken by the experience because if the officer had found the drugs in her car she would have 

gone straight to prison. At that time in her life, several of Pomai’s friends were caught while in 

possession of drugs, so she knew that it was only a matter of time before she would end up in the 

same situation. The night she got pulled over she called Izzy and told her what happened. Izzy 

begged her to stop because everything she was doing was getting seriously “out of hand.”  

Pomai decided to take a break from dealing and get a regular job at a Japanese 

delicatessen. She had to start watching her spending and recalled that she began having 

“withdrawals” because she no longer enjoyed the abundance of money that had been in her 

wallet when she was a drug dealer. Pomai changed her phone number so that people could no 

longer call to obtain drugs through her, but “the transition was hard,” and she continued to slip 

back into dealing because of the money. Finally, one day in her senior year of college she 

decided she was done living a life of dishonesty and guilt, so she quit working completely and 

decided to take some time to just focus on school and reflect on what was most important to her. 
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Pomai started taking gymnastics and dance classes to get her mind off of money, material 

possessions, and her former life, and she has been clean ever since. Because of support from her 

friends and other people who encouraged her to do something more with her life, Pomai finally 

decided that she would no longer let drugs define her. Most importantly, she rediscovered her 

love of dance and of creating original choreography, and her new goal in life is to teach dance to 

young people so that they can be given the same opportunities she was given as a high school 

student to turn their lives around and become whatever they want to be. 

Discovering his true self. For Daniel, the clothes he wears, the music he listens to, and 

the main thing he lives for is dance. As I mentioned earlier, Daniel did not have a tight knit 

group of friends before he found dance in high school. He shared with me that he really struggled 

with figuring out who he was even though he had grown up with strong Korean and Christian 

values. He fell in love with dance during his high school years, and although he began to 

redefine himself as a hip hop dancer from the second half of his freshman year, his identity as a 

dancer of various forms and styles did not take shape until he enrolled in Mr. Strong’s creative 

dance class in his senior year. He added additional layers to his identity from the very first day of 

Mr. Strong’s class because he began to see that dance was more than what he had grown used to 

seeing on YouTube. Eventually, Mr. Strong gave Daniel a chance to teach in his class, and 

although Daniel already felt that dance was his passion, once he started teaching he began to 

think seriously about making a career of dancing and of teaching dance to others.  

As time went by, however, Daniel’s parents began to realize that dance was not just a 

hobby for him. The told him that he would never make enough money to support himself as a 

dancer, and pushed him to apply to Anuhea Community College (ACC). When I first 

interviewed Daniel, he was a year out of high school, had quit dancing and choreographing, and 
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was studying full-time at ACC. His parents had discouraged him from pursuing a career in dance 

because they felt he would struggle to find a stable job and make a living, so Daniel was taking 

prerequisite courses toward a business degree. However, by the time he was in his second 

semester of school, Daniel started thinking about what he might want to study instead of 

business.  

In the summer after his first year of college, Daniel decided to go on a trip to New York 

and Los Angeles with his older brother, James, to explore some schools that taught music 

production. He shared with me that, at one school, the tour guide was telling everyone that music 

production is a gamble – you always have to work hard, and it may take years, but you just have 

to keep working at it because it is your passion. The tour guide also told him that, in music 

production, there will be times when things will get so tough you will feel like giving up, but you 

cannot lose sight of your dreams and you have to keep working hard because this is what you 

love. At that point, Daniel realized that what the tour guide was saying was absolutely true, but 

in Daniel’s case, his passion was not music production – it was dance.  

After returning from that trip, and after some encouragement from James, Daniel told his 

parents he was going to follow his dreams of becoming a dance professional. Although Daniel’s 

mother and father continue to try to convince him to get a college degree instead of pursuing 

dance, Daniel simply tells them not to worry because dance is who he is, what he loves to do, 

and it is what he sees himself doing for a very long time. In December of 2015, Daniel moved 

from Honolulu to Los Angeles to follow his dreams of becoming a professional dancer and 

choreographer, and although he is in the process of finding work and making a living, he is 

staying true to his belief that a person’s chosen “profession has to be fun,” because if not, it will 
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“kill [their] spirit.” He also said, “Life – it just changes – and you don’t know what [will come] 

up, so just do what you love now while you still can.” 

Daniel also would like to pass on the type of teaching Mr. Strong practiced at Williams 

High School. He would like to teach dancers more than just choreography, which is, 

unfortunately, all that he learns every time he takes class at a professional dance studio. In 

outside dance studios, “you can only do so much in one hour,” and the teachers at those studios 

do not consider themselves mentors in their dance students’ lives. Daniel shared, 

The way they look at it [is], . . . “You’re here and I’m going to teach you my new 

choreography.” They don’t look at is as like, “I’m here to change your life,” or like, “I’m 

here to inspire you to do something.”  . . . it’s never a life lesson that you’re like, “Wow! 

That’s amazing!” 

 Daniel wants to become a mentor like Mr. Strong one day because “He’s not just a dance 

teacher, but he’s a friend. So he’s always there if you need advice and stuff.” In his senior year, 

Daniel experienced a lot of challenges with his college applications, exams, and other obstacles 

leading up to his high school graduation, but Mr. Strong “helped [him] so much” because he put 

a lot of effort into getting to know him and into building a trusting relationship with him. 

Although Daniel has only begun to explore life as a professional dancer and choreographer, he 

would like to follow in the footsteps of his mentor, Mr. Strong, by one day teaching students of 

his own to relate to others, give them confidence, and hope, and be able to express themselves 

creatively and purposefully through the art of dance. 

 A non-dancing dancer. Travis’s identity changed when he first started dancing in high 

school, although he told me he feels that he does not believe dance changed who he is. Travis 

believes he is the same person he was before he started dancing, although dance brought out 
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something in him that he never knew was there. Travis knows he changed physically by 

becoming stronger, more flexible, and more agile, and although he is still a very laid-back, easy-

going, and generally introverted person like he was before he started dancing, his confidence and 

self-efficacy grew tremendously over the three years he took dance from Mrs. Beck at Kalia 

High School. That experience has given Travis a more fluid, multilayered identity, and a greater 

capacity to take on challenges and obstacles in life, post-high school.  

 Originally, when I asked Travis if he thought he might continue dancing in college the 

summer before he left for Arizona, he told me he “wasn’t too sure” he would take any dance 

classes once he left Hawai‘i. I specifically asked him if I thought he might take a non-credit 

dance class or two even if he was not going to major or minor in dance, and he said it might be 

fun to take a class here and there, but it would not be anything serious for him because he felt 

like that chapter in his life was closing. However, in a follow-up interview, here is what Travis 

had to say about dance remaining in his life: 

I went back to my high school during [winter] break. It was kinda weird. . . . I don’t 

really miss it. But, like, I do miss the people – my friends. We still keep in touch, like, 

through texting. And everyone is in college now in different places – Arizona, Texas, 

New Mexico, and Hawai‘i. We got to be close cause we danced together, and we got to 

know each other really well. We even rehearsed after school and sometimes on Saturdays 

when we had to get ready for concerts. Even the teacher – she knew all of our 

backgrounds and what was going on at home and in our lives. So that’s how dance will 

stay with us, like, through those friendships. 

Unlike Pomai and Daniel who shared that dance is their passion in life, Travis does not 

currently believe dance is something he needs in his life to feel fulfillment. But the friendships 
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he formed with his fellow dancers in high school remain strong and may very well last a lifetime. 

When Travis returned to Hawai‘i on his winter break after his very first semester of college, 

(during which he did not dance at all), Travis was asked to guest teach at several high schools on 

O‘ahu, to which he agreed. When I asked Travis why he still enjoyed teaching, even though he 

had initially said that after graduating from high school dance was a phase of his life that he 

believed was coming to an end, he said,  

Leading [dance] class is easy for me. I’ve been doing it for 3 years every single day. It’s 

one of those things that pretty hard to forget, like brushing your teeth. It’s just the same 

routine – and even though I don’t get to do it anymore, I don’t think I’ll ever forget how 

to do it. 

If anyone were to ask Travis to define what he does now, or who he is, it is unlikely he would 

say that he is a dancer, but his actions and his abilities still say otherwise. 

Theme #5: Dance teachers’ roles. Pomai, Daniel, and Travis each spoke of their high 

school dance teachers with high regard because they recognize the valuable role their dance 

teachers played in their individual lives as high school students with personal struggles. For 

Pomai, she now believes that all kids need second chances, and they all need someone to believe 

in them. For her, that person was Carmen. Carmen saw potential in Pomai right from the start 

and never let Pomai’s reputation taint her view of the kind of person Pomai was in her class, and 

what she could become. But perhaps the most valuable thing Carmen did for Pomai was give her 

something positive to do with her time. Because Carmen gave Pomai choreography projects to 

do for her creative dance classes, Pomai was “just busy” from that point on, which left her with a 

lot less time to do the other things she was used to doing like getting into fights, drinking alcohol 

with her older brother and sister, and selling marijuana.  
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Mr. Strong taught Daniel many important lessons he currently applies to his life including 

setting goals, having grit, and the importance of life-long learning. For Daniel, Mr. Strong’s 

lesson about constantly setting goals for himself is something he continues to do each month. He 

shared he has “a bunch of short term goals” he writes down, and each month he looks at what he 

has or has not accomplished and rewrites his goals so that he always has a clear idea of what he 

wants to achieve.  

Without having a chance to take dance as an elective at Williams High School, Daniel 

believes he would not have become the person he is today because dance teachers outside of 

school do not always see their students multiple times throughout the week. Daniel shared, 

“that’s why I think having [dance class] in school is so much better . . . because that allows the 

teacher to have time with [students]” and in outside dance studios, you may learn choreography 

and intention, but the lesson is never about “how I can use [dance] to make myself a better 

person.” For Daniel, Mr. Strong taught him so many life lessons, but what he remembers most 

was that Mr. Strong was there for him as more than a teacher – he was (and still is) a mentor, a 

role model, and a friend.  

Mrs. Beck’s mantra of following through with commitments was something that helped 

Travis stick out his senior season of soccer, and her class was where he learned that people 

should not be afraid to make mistakes. If not for her dance classes, he believes he might still be 

learning to speak out in class, ask questions, and open himself up to making new friends in 

different, unfamiliar environments.  

Travis began studying business at a university in Arizona in the fall of 2015, and 

although he has had some troubles concentrating on his studies while living in a dorm on 

campus, he remains committed to achieving good grades and graduating with his degree. He told 
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me that school is not so hard, but it is a lot of work, so he has to constantly focus on getting his 

work done so that he does not fall behind in his courses. This will continue to be the case once 

Travis begins working part time, which he plans to do because he would like to gain experience 

in his field while studying at the same time. Clearly he will need to budget his time wisely and 

make sensible decisions in order to achieve balance between school, work, and a social life, but 

he does not believe he will get distracted from his goal of earning a degree because he is 

consciously putting that commitment above all else.  

In response to my question on whether the dance program in his high school provided 

him with a special place where he could be himself, he responded, “Yes, the dance program has 

definitely been a home for me where I felt the most comfortable.” In the following excerpt, 

Travis talks more about what a special place the dance classroom at Kalia High School was for 

him and his classmates:  

[Mrs. Beck’s] dance room was a comfortable place because you know somebody’s 

always there. Like, people will be there when you walk in the room, and the teacher is 

always there, too. She’d always ask how things were going with us, and she knew about 

our families. Over the years she learned a lot about me, and I felt comfortable sharing 

stuff with her. She’s very motherly, so she’d give advice to all of us: her “babies.” 

Theme #6: Life-changing effects. In-school dance classes changed the lives of each of 

my main participants while they were in high school, and the effects of their high school dance 

experiences continue to impact their current lives. Now that Pomai has earned her Bachelor of 

Arts (BA) degree in dance, with a minor in business, she will be starting on a master’s degree in 

kinesiology in the fall. She feels her life has a clear purpose now that she knows what she wants 

to do with her life, and the following excerpt elucidates her goals for the near future: 
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I definitely want to [start a] dance program in a public school because I think a lot of the 

time people forget children are in public schools because the parents can’t afford other 

schools, and if they can’t afford other schools, most of the time they can’t afford 

extracurricular [activities].  

Pomai understands how expensive dance is because she took classes at private studios after she 

quit dealing drugs. But she went on to share, 

Having [dance] as a part of the curriculum gives [teachers] opportunities to drive students 

because you can’t only go by . . . what you need for the real world – you gotta go by their 

interests, too. The way you get somebody involved in a book is by making it interesting. 

If they’re not interested they’re not going to read it. So, if a kid’s not interested in school, 

they’re not going to continue. And I feel like if I started a dance program . . . I hope it’s 

in one of the crappiest schools on this island. That would be better because I could 

prevent more students from going down [negative] paths that so many people I know 

took.  

Pomai does not believe adults get through to students when they simply tell them what 

they should or should not do. What Pomai learned by being in Alexander High School’s dance 

program is that if she wants to make a difference in young people’s lives, she has to get them 

involved in doing something positive with their time, which she further explains in the following 

excerpt: 

I want to start a dance program because it’s not just somebody talking . . . because after a 

while talking just feels like . . . it’s just a broken record. But then when you actually get 

somebody involved in something, you take up their time, so you know, you make better 
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use of their time, versus when kids don’t have anything else to do, then they find things 

to do, and [they’re] not always the best things to do. . . . 

When I asked Daniel for his opinion on the fact that dance and the arts are usually the 

first programs to get cut when principals and legislators experience budget cuts to school 

funding, he replied, “I get money is tight and stuff. Sometimes you have to take away a class and 

stuff. But I’d say dance changed my life, and [by] taking away a dance class, you’re taking away 

the chance to change someone’s life.” He went on to say,  

I get it, though. Sometimes you have to, but just please don’t. Because really the dance 

community needs recognition. I feel like dancers and choreographers, I feel like that’s at 

the bottom of the totem pole as an art form. But I feel like dance takes so much work and 

it’s just as much work as any art form, or even more. It’s physical, mental, it’s spiritual, 

you have to really practice and everything. You have to practice physically, your 

creativity, your musicality . . . like [with] composers or [visual artists] . . . it’s the 

creativity, but as a dancer, you have to go on both sides, [including] physicality, as well. 

Daniel also shared his opinion on the importance of exposing students to dance as an art 

form in the following excerpt: 

. . . I think I was exposed to it really young, so that’s why I feel like having dance classes 

in high school is so important, because how it changed my life, it could change other 

people’s lives. They just need to be exposed to it. They just need to see it. Constant 

performances of different styles, being inspired, and stuff. I have no doubt in my mind 

dance can change and continue to change people’s lives like how it did mine. 

I had a chance to ask Travis what he felt about more schools offering dance classes, to 

which he replied, “I think it’s great that schools offer dance as a class because it opens up more 
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opportunities for kids to express themselves and grow.” He compared dance to band and art 

classes because dance and other arts give students alternative ways to express themselves and 

bring out hidden “qualities” that they often do not know they possess. 

Summary 

After examining my data from multiple methods and sources, I found that dance classes 

acted as third spaces in the lives of my main participants during high school, and the third space 

dance places they “escaped” to in high school had lasting impacts on their current lives 

regardless of whether or not they acknowledged those effects. In constructing selective codes 

during data analysis, I found that third space identity formation was an especially important 

theme in my research because each of my main participants expressed how their high school 

dance classrooms provided them with a unique space where they felt safe to explore new and 

evolving identities. In dance class, Pomai could be the good kid, Daniel could be a ballet dancer, 

and Travis could be a social person. They were not forced to maintain the same identities they 

embodied at home, or in their other classes in school. The dance programs and teachers at 

Alexander High School, Williams High School, and Kalia High School provided Pomai, Daniel, 

and Travis with various things that were missing in their lives at the time, including ways of 

being they never thought they would embrace, nor personify.  

During selective coding I also found that the lasting effects of third space dance places on 

the main participants in this study, and the opportunities they provided, continue to influence 

them, help them, and bring them happiness/fulfillment in their current lives. Whether this refers 

to Pomai’s realization that giving underprivileged students opportunities to learn dance is her 

purpose in life, Daniel choosing to follow his dreams of pursuing dance instead of a career in 

business, or Travis acknowledging that dance has given him one of the greatest gifts in his 
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present life – his friend, Glenn – each of my main participants has benefitted greatly because 

dance was a part of their high school curriculum. Although my main participants realize it at 

varying levels, the opportunity to learn dance as a part of the general curriculum not only affects 

their everyday lives, it has shaped and continues to shape who they are today.  

Chapter 6: Discussion and Implications 

 For this collective case study, I began with questionnaires asking former participants of 

dance programs what they recalled about their high school dance experiences, how dance 

affected their behavior in and out of school, and whether they felt their high school dance classes 

acted as third space dance places. I narrowed down my participant pool to three main participants 

from three different public high schools on O‘ahu, then decided to also interview my main 

participants’ high school dance teachers to add their perspectives on the ways dance impacted the 

main participants’ lives. Finally, I sought out friends/family of my main participants to further 

triangulate my data, and to provide a more holistic view of my main participants’ high school 

dance experiences. 

Pomai, Daniel, and Travis each went through a transformation during their high school 

years, and they each acknowledged that their dance classes played a central role in their personal 

growth and development. Not only did their involvement in their high schools’ dance programs 

affect their behavior in school, it also affected them in spaces outside of school, as well. But 

perhaps most importantly, Pomai’s, Daniel’s, and Travis’s in-school dance experiences 

facilitated change. The changes came in many forms, at different times, and in different contexts, 

but for all three of these fascinating individuals who could have taken very different paths in 

their lives, dance is still a part of who they are, and if they are anything like me, it always will 

be. 
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 Addressing the literature. The literature I reviewed for this study provided educational 

and political background information explaining the lack of dance programs in schools in the 

U.S., as well as empirical data on the benefits of dance education in schools, including the 

important role dance education plays in providing third spaces for elementary, middle, and high 

school students around the world. My research on three past participants of dance programs in 

three different public high schools on O‘ahu allowed me to address a gap in the literature and 

illuminate the impact of third space dance places on my main participants’ lives. This study 

contributes to the field of education by richly describing how Pomai, Daniel, and Travis 

benefitted, and continue to benefit, from participating in their public high schools’ dance 

programs. 

 Addressing the research questions. My research questions were: 1) How did dance 

classes act as third spaces in the lives of students from three different public high school dance 

programs on O‘ahu? and 2) What was the impact of third space dance places on the lives of the 

three main participants in this study? 

My training in grounded theory methodology allowed me to address each of these 

research questions in my study while also allowing them to evolve throughout the cyclical 

processes of data collection, data coding, and data analysis. I also revised and modified my 

theoretical framework as I delved deeper into Third Space Theory as related to dance education. 

The qualitative nature of my collective case study gave me the freedom to create my own term, 

third space dance place (TSDP), and explore the ways in which TSDPs impacted the lives of my 

main participants. 

As I explained in my data analysis, dance classes acted as third spaces in Pomai’s, 

Daniel’s, and Travis’s lives based on the six categories illuminated in previous studies on dance 
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education (See Appendix F). The impact of TSDPs on their lives cannot be measured, but six 

themes emerged from the data pointing to the value of TSDPs for these three individuals. I 

would also like to add that as I examined the experiences and narratives of Pomai, Daniel, and 

Travis, through their own eyes and through the eyes of their dance teachers and friends/family, I 

succeeded in “persuading” myself that dance programs in public high schools are even more 

valuable than I previously believed. The following are the implications of my study based on 

both theory and practice. 

Implications 

 According to Benson (2010), Third Space Theory (TST) provides a lens to examine how 

“oppressed people create a new space within official space that functions under rules more 

beneficial to them” (p. 555). Although they were not necessarily created by “oppressed people,” 

the dance programs at Alexander High School, Williams High School, and Kalia High School 

certainly provided Pomai, Daniel, and Travis with third space dance places that positively 

impacted their lives. While generally unique in nature because of the subject being taught 

(dance), the rules within their TSDPs were definitely “beneficial to them,” allowing them to 

change in both observable and unobservable (internal) ways. 

 Now that I have illustrated the impact of TSDPs through the lens of TST in this collective 

case study with a very specific demographic, I propose educators examine the use of TST as a 

lens to examine the potential of other school subjects in providing third space places. As I 

mentioned in my literature review, there is a great need for schools to reduce othering and 

marginalization of students, and increase school connectedness, not only to prevent students 

from dropping out, but also to improve their overall well-being and address the physical, mental, 

and emotional needs of children. Pomai shared that academic preparation for life beyond high 



 

151 
 

 

school is important, but “something else beyond all of that can completely change a person.” In 

her case, the “something else” was, and still is, dance. For other students, the “something else” 

might be culinary arts, fashion design, automobile technology, video production, etc. The point is 

that if students express interest in something, educators should examine whether or not creating 

classes or programs to teach those skills/subjects could help meet students’ third space needs. 

TST can help with analysis to determine whether or not a class or program is conducive to those 

needs, but must gain wider recognition and acceptance as a valuable theory in the field of 

education. 

Although this study points to multiple benefits of TSDPs in three public high schools on 

Oahu, I must also illuminate the very important role of the dance educators in the lives of Pomai, 

Daniel, and Travis. I believe the benefits of TSDPs are highly dependent on the dance teacher. I 

see students dancing together in their free time every single day in my dance room. This extra-

curriclular use of my dance classroom as a third space is not the same as TSDPs where dance is 

taught as subject in the general curriculum. As with most subjects, who is teaching is just as 

important as what is being taught, and I know TSDPs would not have impacted Pomai, Daniel, 

and Travis if not for Carmen, Mr. Strong, and Mrs. Beck. These dance teachers provided an 

additional, essential component in the TSDPs of this study, and the impartation of their expertise 

in movement fundamentals, somatics, dance history, choreographic principles, processes, and 

structures, etc. must not be overlooked. Without knowledgeable, caring, invested adults to teach 

students in TSDPs, dance classrooms should not be classified as third space dance places – they 

are simply places to dance.  

I would also like to add that without educators and mentors, students’ gifts or “elements” 

often go unnoticed, and their passions often remain undiscovered for years, and in some cases, 
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for lifetimes (Robinson, 2009). For critically acclaimed choreographer of the musicals Cats and 

The Phantom of the Opera, Gillian Lynne, and famous animator and creator of The Simpsons, 

Matt Groening, life could have turned out very differently if someone at school had not 

recognized that what made them different was a gift, and not a disability (Robinson, 2009). A 

combination of TST and educator awareness of the importance of third space places can 

strengthen the role of schools in meeting students’ needs beyond core academics and help them 

discover their elements, or “the meeting point[s] between natural aptitude and personal 

passion[s]” (Robinson, 2009, p. 21), so that they can live purposeful and fulfilling lives. 

Personal Narrative: My Teaching and Dancing Journey 

As a public school teacher over the past decade in the state of Hawai‘i, I often see both 

joy and relief in my students’ faces whenever they get a chance to escape their kill-and-drill, 

reading and math prisons and use their entire bodies to learn something new. Once, when I took 

my ELL students outside to learn prepositions by using their bodies and following my directions 

(“Stand next to the trash can. . . . Sit under the tree. . . .”), they couldn’t keep from smiling as 

they participated in my movement-oriented lesson, and were bubbling with enthusiasm long after 

they returned to the classroom and sat back down at their desks. Another time, when I made 

some homemade play dough for students to create scenes from a textbook we were reading in 

our ELL World History class, a student excitedly exclaimed, “We never get to do this kind of 

stuff in our other classes!” These unforgettable moments have stuck with me in all my 

subsequent years as a classroom teacher because they were “Aha!” moments that confirmed I 

must strive to continuously provide students with opportunities to use their bodies and be 

creative – a concept often forgotten by teachers at the high school level.  



 

153 
 

 

Throughout most of my life, dance has opened so many doors for me. As a child and 

adolescent, it allowed me to strengthen relationships with my peers and express myself through 

creative choreography. I remember creating dance routines with my gymnastics friends in my 

living room as a pre-teenager, and I continued to create dance pieces throughout my teenage 

years. After high school, my dance experience helped me earn a scholarship as an undergraduate 

student at Hawai‘i Pacific University, and later, as an adult, it gave me opportunities to perform 

in various styles at different venues, including performances in Japan, and on the islands of 

Maui, Kaua‘i, and O‘ahu.  

Even now, I still reap the benefits of my in-school dance experiences. I created my dance 

teacher position at the high school where I work now, and was given the job because of my years 

of dance experience and dance service to the school and community. I also recently was asked to 

perform with a well-known professional Latin dancer in an exhibition jive number for a local 

ballroom dance club. In passing, I was told that I was specifically chosen to portray the role of a 

particular “character” in the routine because of my “jazz” dance background. This year I also 

performed two different dance numbers in a show called “My Teacher’s Got Talent,” which was 

a fundraiser for a non-profit organization working to promote creative thinking and problem 

solving skills in future entrepreneurs. It was a pleasure and a privilege to perform in this 

production featuring some well-known former Broadway stars and other local talent who are also 

currently working as educators in the state of Hawai‘i.  

One of the best feelings dance brings me is the joy I get when the teachers at the high 

school where I work participate in our teacher talent show before the whole school. This show is 

only put on once every four years, which means each class of graduates only gets to watch one 

teacher talent show in all their years of high school. I absolutely love hearing the crowd scream 
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when I perform jazz and hip hop dance numbers in our gym for the entire student body and 

faculty, especially because many of them had no idea I could dance. In fact, I was tickled when 

our student activities coordinator relayed to me that some of his students turned to each other and 

asked if I was a student after watching me do a round-off back handspring in one of my routines. 

 I also enjoy the adrenaline rush and sense of pride I get when I watch the students from 

my high school dance classes and dance club perform at school assemblies and different 

community events. This school year I was very proud when my dance students were asked to put 

on a short dance show at the local “fun fair” put on by the elementary school in our complex. I 

received an email from the entertainment coordinator of the fun fair asking if my students would 

be willing to dance as a part of their on-stage entertainment this past school year. For many of 

my students, this was their first dance performance ever, and many felt nervous to be dancing on 

stage before a crowd of complete strangers. But again, it was really gratifying to see my students 

experience performing for a real crowd, and it was also satisfying to receive feedback from 

parents in the audience who expressed to me that they would like their children to participate in 

my dance program when they become students at Laulima High School in the near future. 

Every winter my dance club and dance class students audition to perform at our school’s 

annual Drug Free Assembly, and they have been fortunate enough to have made the cut each 

year so far. When we prepare for this school-wide performance, students are often filled with 

fear and anxiety because they know that everyone in the whole school will be watching them 

dance. Fortunately, they have been prepared enough each year to execute their choreography 

successfully before thousands of students, and I feel great pride from them when they relay to me 

the positive feedback they receive from their peers and teachers once the performance is over. 

This year three special needs students were able to participate in the performance, and after the 
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performance several teachers approached me to say they were impressed with how inclusive my 

dance class is. One teacher even emailed me saying this was the first time she could remember in 

her ten years at LHS that special needs students were included in a school-wide performance, 

and she was overjoyed to watch them dance before the whole school. Suffice to say, I am 

extremely grateful for the way dance has touched my life and the lives of my students, and I 

know there is still much to learn about the role dance has played in the lives of other students 

who have participated in high school dance programs.  

Clearly, each participant in this study has a third space identity, and the TSDPs in their 

high schools provided them with safe spaces to them to embrace who they were, while 

simultaneously allowing them to become someone new. I believe the hybridity of these 

individuals is what makes them special, and it is also what continues to push them to continue 

growing. They know where they came from because, together, we constructed their past realities 

through the talk-story method and narrative research processes, but they also know where they 

want to be, and what they want to be, in the future. I cannot definitively say that this clarity came 

about because of the metacognition that my research questions cultivated – I can only observe 

that opening up discussions between myself and my participants has opened our eyes to the 

impact of dance education on our own lives and identities. 

As my passion for dance has led me to the field of dance education research, I understand 

this academic and artistic journey will continue to shape and reshape my hybrid identity, no 

matter how old I get. This study has done so much for me as a dancer and dance educator 

because I posed the same questions to myself as I did my participants, and I now have a much 

greater understanding of the role TSDPs can play in public high school students’ and teachers’ 

lives. Regardless of the challenges I face as an arts educator, I believe my job as an advocate for 
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dance education is far from over, and I echo Martha Graham’s wish that, although my work will 

never be done, when my time in the field of education has ended, “I would like to feel that I 

[have], in some way, given [my students and my research participants] the gift of themselves” 

(Graham, 1991, p. 267). 

Recommendations for Future Research 

 This case study focused on the lives of just three main participants. My recommendations 

for future research include broadening the scope of research on dance program participants in 

public schools in Hawai‘i to include current elementary, middle, and high school students, as 

well as other teachers of in-school dance classes in schools not included in this study. 

Observations of students and teachers would also be beneficial to obtain evidence of how dance 

classrooms function as third spaces in the lives of students at varying grade levels.  

 Future studies should also include comparisons between public and private schools on 

access to dance education, as well as comparisons between schools in Hawai‘i and on the U.S. 

mainland addressing the same issue. In addition, while scanning through countless studies on 

dance education around the world, I noticed much research is taking place in the countries of 

New Zealand, South Korea, and Taiwan. Therefore, I recommend researchers take closer a look 

at the role dance education plays in places like the aforementioned countries, as well as other 

countries where dance education’s role is expanding17, to gain a clearer understanding of the 

impact of dance education in the lives of school-aged children around the world.   

 Examining additional third space places, including non-dance spaces, would also make 

an important contribution to the field of education because, as my study demonstrated, they are 

beneficial to students in so many ways, on so many levels, and the benefits have the potential to 

                                                        
17 Other countries of interest include Australia, Estonia, Croatia, Germany, Slovenia, and Portugal (Svendler Nielsen 
and Burridge, 2015). 
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last long after students graduate from high school. Finally, I remain interested in learning about 

the long-term effect of TSDPs on my participants’ lives, and others like them, after an extended 

amount of time has passed and they are able to reflect back on their high school TSDP 

experiences with even greater maturity and perspective.  

Recommendations for Action 

I have some recommendations for immediate action to increase awareness of the 

importance of providing students with TSDPs in public schools, as well as suggestions for 

educators who would like to help transform schools and educational systems from places where 

dance education is marginalized or nonexistent, to places where the dance education is highly 

appreciated and valued. First, at the policy level, we need to increase awareness among the 

general public to the importance of providing students with exposure to dance as an art form 

from elementary through high school. According to Paine (2014),  

Dance develops physical, creative, imaginative, emotional and intellectual capacities. It 

also requires social skills. Dance provides opportunities for artistic and aesthetic 

education as well as opportunities to explore and express moods and ideas symbolically 

through movement. To be physically proficient, children develop a range of technical 

skills and the ability to improve their performance. Because of its close relationship with 

music, dance develops rhythmic and musical sensitivity. Through experiencing dance, 

children can also develop their cultural and historical knowledge and understanding. (p. 

1-2) 

Many laypeople know this, but few understand the true value of the arts as a part of the general 

curriculum. No matter how many testimonies we share about how important it is to teach 

students the arts and provide them with avenues for creative and artistic expression, numbers 
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speak volumes, especially when it comes to influencing legislation and policy. Therefore, to 

increase student access to dance education, I suggest dance teachers and/or schools begin 

gathering comprehensive statistics on high school graduation rates, college enrollment, 

standardized test scores, grade point averages, and college graduation rates to compare trends 

between students who participated in dance programs in schools, versus those who did not. As 

this type of information holds much weight when it comes to changing educational policies and 

systems, gathering and disseminating statistical data that point to the benefits of dance education 

in schools can elevate dance within the general curriculum in schools and give stakeholders 

reason to immediately increase student access to dance education courses in schools. 

As I sat and thought about what we can do to increase the presence of TSDPs in schools 

and classrooms, I kept coming back to one main problem: the overall lack of qualified dance 

educators. I believe this is the greatest challenge to providing public school students with TSDPs, 

especially within the state of Hawai‘i, because we cannot teach dance education in schools 

without properly certified dance educators. But even if I recommend putting dance education in 

every elementary school classroom, or if I suggest that regular classroom teachers work with a 

qualified dance educator, dance resource teacher, or dance education specialist to incorporate 

dance education into teachers’ existing interdisciplinary units, this would be completely 

unrealistic since, in most schools/districts, teachers are not trained to do this in their teacher 

education programs, and dance resource teachers/specialists are very difficult to find.  

My practical solutions to this problem in our public school system are for teacher 

education programs to require at least one course in dance education for those studying to be 

elementary school educators. Currently, in my higher education institution, those pursuing a 

bachelor’s degree in elementary education may choose from one of the following arts electives: 
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Music 353, Communicology 333 (formerly referred to as Speech 333), Theatre 470, 474, 475, 

476, or 477, Kinesiology and Rehabilitation Science 333 or 470, Special Education 443, Maori 

384, and Dance 490 (See Appendix G for complete course descriptions for the aforementioned 

arts electives). Obviously there are many arts elective courses from which teacher candidates 

may choose to focus their artistic studies, and I recognize each of these courses are extremely 

valuable and culturally significant. However, I strongly believe it is a disservice to future 

teachers if we do not educate them of the value and worth of dance education and TSDPs in all 

schools/classrooms. Therefore, I believe Dance 490: Creative Dance should be a required course, 

because it can open educators’ eyes to the various ways in which movement can be incorporated 

into every lesson, in every classroom, regardless of the subject, content, theme, topic, or grade 

level being taught. 

At the secondary level, I believe dance education has great potential to grow as a subject 

within the arts. I recommend middle and intermediate school principals hire at least one qualified 

dance educator so that every single student in the school can take a non-Polynesian dance course 

as a part of the exploratory wheel18, and so students will be exposed to creative dance and 

movement for an entire quarter before they enter high school. But again, the problem goes back 

to the lack of qualified dance educators in the state. No matter how supportive a principal might 

be of dance education within her school, she will likely have a difficult time finding a teacher to 

fill the dance educator position, and even if she does, depending on the number of students in the 

school, the dance teacher may also have to teach another subject along with dance, which creates 

additional hiring and retention challenges. The high school level has the most potential for 

                                                        
18 In middle and intermediate schools in Hawaiʻi, the “exploratory wheel” allows students at this age to take a 
different elective each quarter so that they get a chance to “explore” different things and get to know themselves and 
their interests, and to help their learn about their academic strengths so that their can pursue them in the future.  
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housing TSDPs, but again, the principal must be able to find a qualified dance educator to teach 

elective dance courses, and a culture of dance education must be established within the school in 

order for students to understand the importance and worth of dance education classes versus 

aerobic dance classes or codified forms of dance that do not allow for artistic, aesthetic, and 

somatic exploration.  

According to the University of Hawai‘i at Mānoa (UH Mānoa) “Dance” home page, there 

are approximately 45 undergraduate dance majors and 15 master’s degree candidates currently 

enrolled in the dance program (University of Hawai‘i Theatre and Dance, n.d.). UH Mānoa also 

houses a program called the Post-Baccalaureate Certificate in Secondary Education (PBCSE), 

which offers certification for middle/intermediate and high school teachers in various content 

areas, including Dance/Theater (University of Hawai‘i College of Education, 2015). My 

suggestion to operationalize TSDPs at the secondary level is for the UH Mānoa Dance Program 

and the UH Mānoa PBCSE Program to work in collaboration to encourage more dance majors to 

consider becoming public school dance educators. Practical experience in the dance classrooms 

of current dance educators in local secondary schools would also provide these potential future 

dance educators with hands-on experience in teaching dance at the secondary level. By giving 

teacher candidates unique opportunities to see for themselves how important a career in dance 

education in public schools can be in providing students like Pomai, Daniel, and Travis with 

TSDPs, these individuals could potentially become the knowledgeable and passionate dance 

educators of the future in the state of Hawai‘i.  

Finally, although there are only a handful of us, I believe that it is up to current public 

school dance educators to understand our vital roles in the lives of our students and to maintain 

the nurturing, safe TSDP environments we have created within our schools. In 2015, Robinson 
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and Aronica wrote a book on transforming education, and in it they outline three ways people 

can change educational systems in the following excerpt: 

If you’re involved in education in any way you have three options: you can make changes 

within the system, you can press for changes to the system, or you can take initiatives 

outside the system. A lot of the examples in [our] book are of innovations within the 

system as it is. Systems as a whole are capable of changing too, and in many ways they 

already are. The more innovation there is within them, the more likely they are to evolve 

as a whole. (p. 38) 

This way of thinking puts the responsibility to change education systems back into the hands of 

the educators. Too often we throw our hands up in the air and say that we cannot be creative and 

we cannot make changes because of the top-down messages we receive each day. It is time to 

debunk this widespread myth and realize that “revolutions don’t wait for legislation. They 

emerge from what people do at the ground level” (Robinson and Aronica, 2015, p. 37). 

 If we want to see change, and we want to see it happen quickly, we need make the 

benefits of dance education in our schools known so that dance does not remain at the bottom of 

the school subject hierarchy. For dance educators, we need to fight to keep dance in our schools 

by showing administrators, parents, legislators, community members, other teachers, and other 

schools how important dance is in the lives of our students. To do this, we need to ask our 

students how dance is working in their lives, how it is changing their beliefs about themselves 

and their abilities, and how it is providing them with TSDPs. Then we need to make what they 

say known to others through editorials, position papers, documentaries, journal articles, public 

service announcements, etc. We also need to invite everyone we know to our schools’ dance 

concerts and performances so that they can see with their own eyes the importance of TSDPs in 
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our students’ lives. There are thousands of high school graduates who participated in dance 

programs in their public high schools on O‘ahu, but we must to enter into a dialogue with them 

of how their in-school dance experiences impacted their lives. If their experiences were anything 

like Pomai’s, Daniel’s, Travis’s, or mine, then the dissemination of this information is exactly 

what dance education in Hawai‘i needs. 

Conclusion 

By framing my collective case study with Third Space Theory, using the talk-story 

method of interviewing, narrative research techniques for data collection, and grounded theory 

methods for data coding and analysis, I explored the impact of in-school dance programs on the 

lives of three public high school graduates from O‘ahu, Hawai‘i. Based on their interpretations of 

the impact of dance on their own lives, as well as the perspectives and beliefs of their dance 

teachers and close friends/family, my data reveal the importance of third space dance places as 

mechanisms that promote positive change in high school students’ lives. According to Pomai, 

because of the long-term effects of Carmen’s dance class, she was able to quit dealing drugs, 

earn a bachelor’s degree in dance, and focus on her new goal of becoming a public school dance 

teacher. Daniel gave up smoking marijuana and took on a brand new identity once he started 

dancing in high school. Not only did he share with me numerous life lessons he learned from his 

high school dance teacher, he continues to acknowledge Mr. Strong for his continued support 

and encouragement as he pursues a career in dance in the city of Los Angeles. Without the TSDP 

at Kalia High School, Travis would not have had a place on campus to call “home,” and he 

would not have had Mrs. Beck’s love and support over the three years he was a student in her 

dance classes. There is no way to know where Pomai, Daniel, and Travis would be today if not 

for the third space dance places their high school provided, but they each firmly acknowledge 
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that dance classes in schools can transform students’ lives for the better, and that they would not 

be the driven, confident, and changed individuals they are today without them. 
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Appendix A: Human Subjects Consent Form for Dancers 

 
Dance Education in Hawai‘i 

Jill Tengan (Doctoral Student) under the supervision of  
Dr. Jeffrey Moniz, Ph.D 

University of Hawai‘i at Mānoa 
Everly 226E  

1776 University Avenue, Honolulu, HI 96822 
(808) 956-9679 • FAX (808) 956-9905 

 
Participant Consent Form 

Aloha. My name is Jill Tengan and I am a doctoral student at the University of Hawai‘i at Mānoa in the 
College of Education. As part of the requirements for earning my doctoral degree I will be conducting a 
research project on dance education in Hawai‘i. If you consent to participate in my project, you will be 
asked to share your thoughts, experiences, and opinions on having participated in a dance program in high 
school. With a better understanding of your thoughts, experiences, and opinions, I hope to gain 
information that will help educators, policy makers, curriculum planners, parents, students, and schools 
better understand the value of dance education in the state of Hawai‘i. 
 
Activities and Time Commitment: If you participate, I will ask you to fill out a questionnaire and 
participate in an interview. The questionnaire will consist of six open-ended questions that you may 
answer and email or mail back to me. Questionnaire questions will include questions like, “What do you 
recall about your dance experiences as a former participant in a high school dance program?” and “Do 
you feel that the dance program you participated in as a high school student provided you with a special 
place where you could be yourself? Explain.” The interview will last for 20 to 30 minutes and will take 
place either in person at a location and time that is convenient for you, or over the phone at a time that is 
convenient for you. I will record the interview with a digital audio recorder so that I can later type a 
transcript (a written record of what we talked about) and analyze information from the interview. 
Interview questions will be follow-up questions to your questionnaire responses. Some interview 
questions might include, “Can you explain more about how the dance program impacted your life outside 
of school?” or “How do you think your life would have been different if you had not had the opportunity 
to take dance classes in school?” If possible, I may ask to formally observe you performing, teaching, or 
participating in a dance-related activity. I may also ask to informally observe you in a dance or non-dance 
environment. Any observations will be photographed, audio recorded, and video recorded only with your 
knowledge.   
 
Benefits and Risks: There are no direct benefits to your participation in the project. However, the 
findings from this research may enable educators to become more aware of how in-school dance 
programs impact the lives of students who participate in them. I believe there is little risk to you in 
participating in this research study. However, if you feel uncomfortable answering any of the 
questionnaire questions or interview questions, you may skip the question, take a break, stop the 
interview, or withdraw from the project altogether. You may also stop formal or informal observations at 
any time. Notes, audio recordings, video recordings, and your responses to the questionnaire and 
interview will be kept confidential as allowable by law, and only used for research purposes.  
 
Privacy, Confidentiality, and Voluntary Participation: During this research project, only my 
University of Hawai‘i advisor and I will have access to the data, although legally authorized agencies, 
including the UH Human Studies Program, can review research records. Audio and video files will be 
stored as digital files and will be on the researcher’s password protected personal computer and/or 
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external hard drive through the duration of the research study. Audio recorders and video recorders will 
be kept in locked filing cabinets when not in use. All audio files will be erased after interviews have been 
transcribed. Photographs and video files will be erased or given to the recorded participant upon their 
request. When I type and report the results of my research project, I will not use your name or any other 
personally identifying information. I will use pseudonyms (fake names) and report my findings in a way 
that protects your privacy and confidentiality to the extent allowed by law. Your participation is 
voluntary, and you are free to discontinue participation at any time. 
 
 
If you have any questions about this research project, please email me at kunimoto@hawaii.edu.  
If you have any questions regarding your rights as a research participant, please contact the UH 

Human Studies Program, by phone at (808) 956-5007, or uhirb@hawaii.edu. 
 
 

 
 

 
I have read and understand the information above. My questions about the project procedures and other 
matters have been answered to my satisfaction. I know that I can withdraw from participation at any time 
without consequence. I consent to participate in this project. I understand that by agreeing to participate, 
I have not given up any legal rights and that the researcher and the institutions they represent are still 
responsible for upholding all laws that apply. 
 
Please mark the boxes below if you consent to the following: 

☐ I give the researcher permission to audio-record my interview. 
☐ I give the researcher permission to photograph and/or video-record me dancing, teaching 

dance, and/or participating in a dance related activity. 
 
 
 
________________________________    _______________________________      ________________ 
Name of participant (print)     Signature of participant (sign)       Date 
 
 

You will be given a copy of this consent form for your records. 
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Appendix B: Human Subjects Consent Form for Teachers 

 
Dance Education in Hawai‘i 

Jill Tengan (Doctoral Student) under the supervision of  
Dr. Jeffrey Moniz, Ph.D 

University of Hawai‘i at Mānoa 
Everly 226E  

1776 University Avenue, Honolulu, HI 96822 
(808) 956-9679 • FAX (808) 956-9905 

 
Participant Consent Form 

Aloha. My name is Jill Tengan and I am a doctoral student at the University of Hawai‘i at Mānoa in the 
College of Education. As part of the requirements for earning my doctoral degree I will be conducting a 
research project on dance education in Hawai‘i. If you consent to participate in my project, you will be 
asked to share your thoughts, experiences, and opinions teaching dance classes to students in public high 
schools in Hawai‘i. With a better understanding of your thoughts, experiences, and opinions, I hope to 
gain information that will help educators, policy makers, curriculum planners, parents, students, and 
schools better understand the value of dance education in the state of Hawai‘i. 
 
Activities and Time Commitment: If you participate, I will ask you to fill out a questionnaire and 
participate in an interview. The questionnaire will consist of six open-ended questions that you may 
answer and email or mail back to me. The questionnaire will include questions like, “In the high school 
where you teach/taught, do you feel the dance program affects/affected students’ performance or behavior 
in school in any way?” and “What is your current opinion on public high schools offering dance as a 
course/elective on campus?” The interview will last for 20 to 30 minutes and will take place either in 
person at a location and time that is convenient for you, or over the phone at a time that is convenient for 
you. I will record the interview with a digital audio recorder so that I can later type a transcript (a written 
record of what we talked about) and analyze information from the interview. Interview questions will be 
follow-up questions to your questionnaire responses. Some interview questions might include, “Can you 
explain more about how in-school dance programs impact students’ lives in and out of school?” or “What 
kinds of changes, if any, do/did you see in your dance students when you compare how they are at the 
beginning of the school year to how they are at the end of the school year?” If possible, I may ask to 
formally observe you performing, teaching, or participating in a dance-related activity. I may also ask to 
informally observe you in a dance or non-dance environment. Any observations will be photographed, 
audio recorded, and video recorded only with your knowledge.   
 
Benefits and Risks: There are no direct benefits to your participation in the project. However, the 
findings from this research may enable educators to become more aware of how in-school dance 
programs impact the lives of students who participate in them. I believe there is little risk to you in 
participating in this research study. However, if you feel uncomfortable answering any of the 
questionnaire questions or interview questions, you may skip the question, take a break, stop the 
interview, or withdraw from the project altogether. You may also stop formal or informal observations at 
any time. Notes, audio recordings, video recordings, and your responses to the questionnaire and 
interview will be kept confidential as allowable by law, and only used for research purposes.  
 
Privacy, Confidentiality, and Voluntary Participation: During this research project, only my 
University of Hawai‘i advisor and I will have access to the data, although legally authorized agencies, 
including the UH Human Studies Program, can review research records. Audio and video files will be 
stored as digital files and will be on the researcher’s password protected personal computer and/or 
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external hard drive through the duration of the research study. Audio recorders and video recorders will 
be kept in locked filing cabinets when not in use. All audio files will be erased after interviews have been 
transcribed. Photographs and video files will be erased or given to the recorded participant upon their 
request. When I type and report the results of my research project, I will not use your name or any other 
personally identifying information. I will use pseudonyms (fake names) and report my findings in a way 
that protects your privacy and confidentiality to the extent allowed by law. Your participation is 
voluntary, and you are free to discontinue participation at any time. 
 
 
If you have any questions about this research project, please email me at kunimoto@hawaii.edu.  
If you have any questions regarding your rights as a research participant, please contact the UH 

Human Studies Program, by phone at (808) 956-5007, or uhirb@hawaii.edu. 
 
 

 
 

 
I have read and understand the information above. My questions about the project procedures and other 
matters have been answered to my satisfaction. I know that I can withdraw from participation at any time 
without consequence. I consent to participate in this project. I understand that by agreeing to participate, 
I have not given up any legal rights and that the researcher and the institutions they represent are still 
responsible for upholding all laws that apply. 
 
Please mark the boxes below if you consent to the following: 

☐ I give the researcher permission to audio-record my interview. 
☐ I give the researcher permission to photograph and/or video-record me dancing, teaching 

dance, and/or participating in a dance related activity. 
 
 
 
________________________________    _______________________________      _________________ 
Name of participant (print)     Signature of participant (sign)       Date 
 
 

You will be given a copy of this consent form for your records. 
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Appendix C: Human Subjects Consent Form for Friends/Family 

 
Dance Education in Hawai‘i 

Jill Tengan (Doctoral Student) under the supervision of  
Dr. Jeffrey Moniz, Ph.D 

University of Hawai‘i at Mānoa 
Everly 226E  

1776 University Avenue, Honolulu, HI 96822 
(808) 956-9679 • FAX (808) 956-9905 

 
Participant Consent Form 

Aloha. My name is Jill Tengan and I am a doctoral student at the University of Hawai‘i at Mānoa in the 
College of Education. As part of the requirements for earning my doctoral degree I will be conducting a 
research project on dance education in Hawai‘i. If you consent to participate in my project, I will ask you 
to tell me about a former student, friend, or family member who took dance at their public high school, 
and to share your thoughts, experiences, and opinions on dance programs in public high schools in 
Hawai‘i. With a better understanding of your thoughts, experiences, and opinions, I hope to gain 
information that will help educators, policy makers, curriculum planners, parents, students, and schools 
better understand the value of dance education in the state of Hawai‘i. 
 
Activities and Time Commitment: If you participate, I will ask you to fill out a questionnaire and 
participate in an interview. The questionnaire will consist of six open-ended questions that you may 
answer and email or mail back to me. The questionnaire will include questions like, “What is your 
opinion on schools offering dance as a course in public high schools?” and “Do you feel that dance 
classes in public high schools provide students with a special place where they can be themselves (where 
they feel safe to be who they really are)? Explain.” The interview will last for 20 to 30 minutes and will 
take place either in person at a location and time that is convenient for you, or over the phone at a time 
that is convenient for you. I will record the interview with a digital audio recorder so that I can later type a 
transcript (a written record of what we talked about) and analyze information from the interview. 
Interview questions will be follow-up questions to your questionnaire responses. Some interview 
questions might include, “Can you tell me about a specific student/friend/family member who took dance 
in their public high school?” and “Did you see any changes in that person’s personality, interests, 
motivation, or demeanor once he/she started taking dance as a high school elective?”  
 
Benefits and Risks: There are no direct benefits to your participation in the project. However, the 
findings from this research may enable educators to become more aware of how in-school dance 
programs and clubs impact the lives of students who participate in them. I believe there is little risk to you 
in participating in this research study. However, if you feel uncomfortable answering any of the 
questionnaire questions or interview questions, you may skip the question, take a break, stop the 
interview, or withdraw from the project altogether. Notes, audio recordings, video recordings, and your 
responses to the questionnaire and interview will be kept confidential as allowable by law, and only used 
for research purposes.  
 
Privacy, Confidentiality, and Voluntary Participation: During this research project, only my 
University of Hawai‘i advisor and I will have access to the data, although legally authorized agencies, 
including the UH Human Studies Program, can review research records. Audio and video files will be 
stored as digital files and will be on the researcher’s password protected personal computer and/or 
external hard drive through the duration of the research study. Audio recorders and video recorders will 
be kept in locked filing cabinets when not in use. All audio files will be erased after interviews have been 
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transcribed. Photographs and video files will be erased or given to the recorded participant upon their 
request. When I type and report the results of my research project, I will not use your name or any other 
personally identifying information. I will use pseudonyms (fake names) and report my findings in a way 
that protects your privacy and confidentiality to the extent allowed by law. Your participation is 
voluntary, and you are free to discontinue participation at any time. 
 
 
If you have any questions about this research project, please email me at kunimoto@hawaii.edu.  
If you have any questions regarding your rights as a research participant, please contact the UH 

Human Studies Program, by phone at (808) 956-5007, or uhirb@hawaii.edu. 
 
 

 
 

 
I have read and understand the information above. My questions about the project procedures and other 
matters have been answered to my satisfaction. I know that I can withdraw from participation at any time 
without consequence. I consent to participate in this project. I understand that by agreeing to participate, 
I have not given up any legal rights and that the researcher and the institutions they represent are still 
responsible for upholding all laws that apply. 
 
Please mark the boxes below if you consent to the following: 

☐ I give the researcher permission to audio-record my interview. 
☐ I give the researcher permission to photograph and/or video-record me dancing, teaching 

dance, and/or participating in a dance related activity. 
 
 
 
________________________________    _______________________________      _________________ 
Name of participant (print)     Signature of participant (sign)       Date 
 
 

You will be given a copy of this consent form for your records. 
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Appendix D 

Questionnaire on Dance Education in Hawai‘i 
 

Thank you for taking the time to complete this questionnaire. Your feedback is important in determining the impact of offering 
dance courses to high school students in the state of Hawai‘i. Please type or print your thoughts on the following open-ended 
questions. 
 

1) What do you recall about your high school dance experiences as a former participant in a high school dance program? 
 
 
 
 
 
 

2) Do you feel the dance program in your school affected your performance or behavior in school in any way? Explain. 
 
 

 
 
 
 

3) Do you feel the dance program in your school affected your life outside of school in any way? Explain. 
 

 
 
 
 
 

4) Are you still involved in dance today? If so, how? 
 
 

 
 
 
 

5) What is your current opinion on schools offering dance as a course/elective on campus? 
 
 
 

 
 
 

6) Do you feel that the dance program you participated in as a high school student provided you with a special place where you could 
be yourself (where you didn’t have to feel like you had to act like someone other than yourself)? Explain. 
 
 

 
 
 

 
Thank you very much for time and efforts in improving dance education for students in the state of Hawai‘i! 
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Appendix E 
 

Interview Guide  
(for Dance Teacher Interviews) 

 
Remember to begin with: 

• Greeting the participant. 
• Asking how their year is going so far. 
• Thank them for agreeing to be interviewed. 

 
1) Did you participate in a dance program during school hours when you were in high school? If so, what do you recall 

about your experiences in that program? If not, how were you involved in dance as a high schooler? 
 
 
 

2) In the high school where you teach/taught, do you feel the dance program affects/affected students’ performance or 
behavior in school in any way? Explain. 
 
 
 

3) Do you feel the dance program in the high school where you teach/taught affects/affected students’ lives outside of 
school in any way? Explain. 
 
 
 

4) Do you know of some students who remain involved in dance after they graduated? If so, please explain. 
 
 
 

5) What is your current opinion on public high schools offering dance as a course/elective on campus? 
 
 
 

6) Do you feel that the dance program at high school where you teach/taught provides/provided students with a special 
place where they can/could be themselves (where they feel/felt safe to be who they really are)? Explain. 
 
 
 

7) What do you remember about  (name of main participant) when he/she first started dancing in your class? 
 
 
 

8) In what ways did he/she change throughout the year(s) in your class? 
 
 
 

9) What do you think of the person he/she has become? 
 
 
 

10) What do you feel in-school dance classes provide students with that other classes/spaces do not? 
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Appendix F 

 
Six Categories from Previous Studies on Dance 

 
 
Previous studies revealed third space dance places allowed students to do one or more of the 
following: 
 

1) Be themselves/Express themselves freely (Stinson, 1997; Risner, 2002; Margolin, 
2009) 
 

2) Shed preconceived notions of themselves/Take on brand new or hybrid identities 
(Bond and Stinson, 2000-2001; Margolin, 2009) 
 

3) Release stress/Escape everyday problems, pressures, and struggles (Stinson, 1997; 
Risner, 2002; Margolin, 2009) 
 

4) Begin to know themselves better/Improve their self-concept (Stinson, 1997; 
Margolin, 2009) 
 

5) Feel safe to make mistakes/try new things (Stinson, 1997) 
 

6) Generate positive relationships with others/Develop a sense of belonging in a 
safe/nurturing community (Risner, 2002; Margolin, 2009) 
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Appendix G 

 
Course Descriptions of Arts Elective Courses for Bachelor’s of Education Students* 

 
Course Number Full Course Title Course Description 
MUS (Music) 353 Integrating Music in 

the Elementary School 
Application of musical concepts through an integrated 
approach. This includes strategies, world music, literature, 
materials and resources for the elementary classroom 
curriculum. 

COMG 
(Communicology) 
333 

Storytelling Aesthetic communication through storytelling for entertainment 
and education. Oral tradition; analysis of story types; 
techniques of preparation and presentation; performance. 

THEA (Theatre) 
470 

Creative Drama Dramatic activities for young people. For teachers, group 
workers, recreation majors, and others dealing with children. 
Supervised field activities. 

THEA (Theatre) 
474 

Theatre for Young 
Audiences 

Theories and principles of formal theatre for young audiences. 
Study of and practice in the selection, direction, and production 
of plays. 

THEA (Theatre) 
476 

Puppetry History and scope of puppetry. Construction and presentation 
of puppets for adult and child audiences. 

THEA (Theatre) 
477 

Masks and Giant 
Puppets 

History, construction, and performance techniques for masks 
and large puppets. For teachers, recreation directors, and others 
working with students aged 10 to 18 and adults. 

KRS 
(Kinesiology and 
Rehabilitation 
Sciences) 333 

Movement Education A movement-based approach to teaching basic motor skills in 
preschool/elementary physical education. Students actively 
participate and learn about developmentally appropriate content 
and pedagogy for children in grades P–5/6. Peer bit teaching is 
included. 

KRS 
(Kinesiology and 
Rehabilitation 
Sciences) 470 

Fitness for Life Physical education teachers will gain knowledge, skills, and 
experience necessary to plan, implement, and evaluate Fitness 
for Life curriculum (grades 6-12). Information is guided by 
national and state standards. Includes lecture, lab, and teaching 
experiences. 

SPED 443 Disability and 
Diversity in Physical 
Activity 

Participants will explore issues of socio-cultural, sexual 
orientation, religion, and individuals with exceptionalities, and 
how these affect a student's learning and behavior in the 
physical education setting. 

MAO (Maori) 
384 

Te Reo Waiata: Mâori 
Language in Song 

Survey and analysis of Maori song poetry texts, traditional and 
contemporary, and their development and performance over 
time. 

DNCE (Dance) 
490 

Creative Dance Dance activities for young people. Appropriate for teachers, 
group workers, recreation majors, and others working with 
children. Also adults with special needs. Supervised field 
activities. 

 
 

*The information in the table above was retrieved from:  
 
http://www.catalog.hawaii.edu/courses/description-index.htm 
 
 


