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A Letter From the President

John L. Pattillo
Fellow IB 

Licentiate IL, AB, AR, TA

Hello everyone,

I hope your year is going splendidly. 
We are all excited about the upcoming 
USISTD Congress, Examination Session 
and General Meeting which will be on 
April 8 and 9 in Timonium, Maryland. 
We think the Congress has a great lineup 
of lecturers, and the exam session offers 
a perfect opportunity for every level of 
professional exam, including Fellowship, 
which can otherwise be a challenge to 
schedule. Go to [http://usistd.org/ ] for 
details. We hope to see as many of you as 
possible there.

In this issue we are inaugurating a 
new feature, which is called “From the 
Business Corner” which should appeal 
not only to those members who own their 
own studios, but also to independent 
contractors or regular teachers. I would 
like to invite especially those of you who 
have been in the business for a long time 
to contribute your thoughts to this column 
for future issues. 

There are a slew of topics that might 
be of interest to the professional/business 
side of our work. Here are some examples: 
What is your core business philosophy? 
How do you acquire, train and retain 
staff? How have you solved problems of 
music licenses, building a music library, 
and constructing a good sound system, 
and keeping up with tech advances? 
Can you offer experience or advice on 
insurance and liability matters? What 

are the best practices for dealing with 
business competitors in your vicinity? Do 
you have special methods for organizing 
a showcase and motivating your students 
for these? Are there do’s and don’t’s in 
your experience with business location 
and lease negotiation that you would like 
to share with other owners? What advice 
might you offer on handling refunds – 
never, always, grudgingly, pleasantly?

As you can see, I think there is a lot 
of information we could share that would 
enhance our performance as owners and 
teachers. I am kicking this new column 
off with some thoughts on giving your 
students a purpose; I hope you find it 
informative.

On a different matter, most of you 
will know by now that the NDCA has been 
undertaking to upgrade the accreditation 
of judges, and in particular to make sure 
that all judges have the basic information 
and operational skills to function smoothly 
at a competition, so as not to delay 
and impede les affaires! A Competition 
Level Adjudicator can only judge non-
Championship events and only in the 
styles in which he holds credentials. At 
the NDCA’s most recent meeting it was 
decided that ALL adjudicators not yet 
holding Championship Level Adjudicator 
status will now be required to do an 
Adjudicator training which is held at an 
NDCA sanctioned event.

To do this, you will work alongside 
the adjudicators who are working the 
event. There will be an examiner from the 
Credential & Examination Board in charge 
of your training and will review your 
papers with you at the end of your shift. 
There is a $100 fee for the training to be 
paid directly to the examiner at the time of 
the training.

 Please contact Diana McDonald 
to set up your training at your earliest 
convenience at dmcdndca@aol.com, 
(973)276-1170 phone, or (973)276-1430 fax.
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2017 USISTD Congress Schedule

Saturday, Apr. 8
Congress, General Meeting, Dance

  9:00 – 9:30: (coffee & danishes/croissants – 30 min)

 PRO AM
 9:30-10:20  9:30-10:20
 Lecture Genya Bartashevich – Intl. Latin         Lecture Cher Rutherford – American Rhythm
 10 minute break. 10 minute break.

 10:30-11:20 10:30-11:20 
 Lecture Ieva Pauksena – Intl. Standard  Lecture Genya Bartashevich – Intl. Latin

(coffee break - 15 min)
 11:45-12:35  11:45-12:35 
 Cher Rutherford – American Rhythm  Ieva Pauksena – Intl. Standard

12:45-1:30
(Lunch - 45 min)

 1:30-3:00 1:30-2:30
 lecture – Lori Woods-Gay & Cher Rutherford  Lecture Marsha Bonet - bachata/salsa
  Theatre Arts Syllabus 

(coffee break-15 min)
 3:00-3:50 
 Lecture Marsha Bonet - bachata/salsa 

 
4:15-5:15 USISTD General Meeting

8 – 11 Dance Party

Sunday, Apr. 9
Whole day

Examinations
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Allie fell in love with dance at a 
young age as she began her early training 
in ballet, tap and jazz.  Her mother and 
grandmother were both dancers so it was 
always considered to be “in her blood” and 
there was truth to that! Dance became one 
of her great passions in life.  In high school 
Allie had the opportunity to compete in 
ballroom dance with a very talented young 
man.  She turned her focus away from 
ballet and contemporary dance towards 
ballroom.

Allie graduated from Brigham 
Young University with a degree in Dance 
Education including minors in Health 
Education and Ballroom Dance. While 
in college Allie was part of the world 
renowned BYU Ballroom Dance Company. 
Her collegiate team placed 1st at the British 
Formation Championships in Blackpool, 
England.  As part of this company she also 
toured Scotland, Thailand, Vietnam as 
well as the Eastern United States.  While a 
student at BYU, Allie developed a ballroom 
program for people with disabilities, which 
integrated BYU students with youth and 
adults from the community who have 
special needs.  The program allowed for 
instruction as well as participation in BYU’s 
Summer Dancesport Competition. Special 
Needs Ballroom is still running today and 
is dear to Allie’s heart considering all 3 of 
her siblings have special needs. 

In 2007 Allie began competing in 
International Latin and Ballroom with 
Kyle Spinder. A year later they decided to 
add American Smooth. It didn’t take long 
for them to realize that they had more 

chemistry off the floor than on the floor!  
They were married in December of 2010. 
Allie and Kyle enjoyed great success as 
amateurs, becoming 2-time United States 
American Smooth champions.  

After graduating from BYU in 2012 
they moved to Laguna Hills, CA to pursue 
their dream of professional dancing and 
have been blessed with continued success 
as professionals. They have won several 
championships in both the American 
Smooth and Showdance divisions. Kyle 
and Allie are current United States and 
World Professional American Smooth 
Finalists as well as US 9-Dance Finalists. 
In May of 2015, they were selected to 
represent the U. S. in Blackpool, England 
at the British Championships for the first 
ever International American Smooth 
Exhibition. This was a huge honor and 
a wonderful opportunity to help spread 
American style dancing across the world.

Besides competitive dancing, Allie 
has also developed a passion for teaching. 
Her kindness and genuine love for 
people makes her a loved teacher.  She 
is also motivated by seeing the different 
ways dance can bless people’s lives. She 
currently teaches at Sway Ballroom Dance 
in Southern California. 

Allie has completed a Licentiate exam 
in both Ballroom and Latin and is currently 
studying to complete her American exams.  
She has found the exam process to be so 
valuable in her teaching and own dancing.  
She is excited to be a part of the National 
committee and will work hard to further 
the mission of the USISTD.

 

New Committee Member

Allie Spinder
Licentiate IB, IL
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Cher Rutherford
Examiner AB, AR, TA 

Fellow IB, IL, AB, AR, TA

Social Graces

Special Hotel Manners
for Dancers

Who knew we need our own special 
manners for hotels?

 While unpacking my bag, a house 
keeper knocked on the door.(Of course 
I didn’t need service as I just arrived and 
was unpacking.) I greeted the lady to say 
thank you that  I just checked and in and   
didn’t need anything at this time. Well...
she had a special item for me. Make-up 
remover wipes. They were accompanied 
by a special letter on behalf of the hotel.

The hotel management acknowled-
ged that while  wearing  make-up for 
dancers is a part of the activity , guests 
should not leave make-up  stained  towels. 
Hince the special delivery of make- 
up remover wipes to not only me but 
everyone registered in the hotel for the 
ballroom competition.

That special letter also had a special 
list. The fee that would be charged for 
each and every  stained cloth or  towel was 
clearly printed on that list.

In this case not being a good guest 
would result in your being billed for those 
towels.

Travel to competition events 
generally involves staying one or more 
nights in a hotel.I personally feel that 
I am a pretty good guest. My short  list 
would include:

-Being polite to all hotel staff always

-Gratuity for houskeepers

-Not leaving the bath area or the
  room in a mess.

Now I have the no towel stain to 
add  to my list.....

Safe travels!

“I not only use all of the brains I have, 

but all that I can borrow.”

 –Woodrow Wilson 
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I n the 1950’s Doris Lavelle and Pierre 
published a book in England on Latin-

American dancing, after their extensive 
research in Havana, Cuba. Some of us 
old-timers certainly remember regarding 
their technique book as the most authori-
tative in existence. They shall remain the 
pioneers in this field for all times. Cuba 
gave us their delightful rhythm dances 
that make up the social and interna-
tional syllabi. The Americans and British 
adopted these dances for reprocessing, 
according to their own fancy and to 
satisfy a need for universal compliance 
in standardization of Latin/ American 
dances and the figures thereof. 

In 2016/7 I taught a class in the Fox-
trot and the Jive to Cuban Salsa dancers 
in Havana. They displayed great interest 
and ability, but they also had no concept 
of the use or value of these dances, or of 
ballroom dancing in general. Gone are 
the elegant ballrooms with big bands of 
the 50’s and prior decades, when Havana 
was the playground for the rich and 
famous, when Ernest Hemingway suc-
cessfully endeavored to become Cuba’s 
favorite American and when Tito Puente 
and Celia Cruz became world class expo-
nents of danceable Cuban music.

The above begs the question: Is it 
possible for ballroom dancing to ever get 
a foot hold in Cuba? 

At this moment Cuba only has Salsa 
and ballet centers for learning to dance, 

with no recent history of ballroom dance 
or ballroom music exposure. Most danc-
ing in Cuba occurs in the streets, alleys, 
public squares and in the restaurant 
bars, most often to fabulous live music. 
Ballroom dance music is not known, since 
there is no such need for it at this time. 
The Cuban people are extremely proud 
of their musical heritage, as they should 
be, since Cuba is the originator of all that 
we call Latin/American dancing, exclud-
ing the Samba, of course and possibly the 
Merengue. 

In addition, Cuba is one of the most 
deprived countries in the world, where 
the average worker earns the equivalent 
to $25 per month. Also, Cuba is still ruled 
by an oppressive regime. If Fidel Castro’s 
death brought many desired changes, 
unfortunately these changes are only in 
the imagination of  the outside world, not 
of Cuba’s very poor population. To quote 
a Cuban official when asked what would 
happen to Cuba after the death of the 
aging Raoul Castro, the current premiere:  
”Nothing.”  This is not great news after 
some 55 years of nothingness. 

Therefore, the outlook for Cuba looks 
bleak, if no political, economic and social 
changes occur. 

However, a glimmer of hope for 
the discovery and longevity of ballroom 
dancing might be offered by consider-
ing that Cuba has once again become a 
most popular American tourist destina-

Is Cuba ready to engage 
in Ballroom Dancing?

Peter Kadel
Credentials
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tion, especially since the recent lifting of 
the American goods embargo and travel 
sanctions against Cuba. Should this new 
American-Cuban relationship hold under 
the Trump administration, there is great 
promise of new, desperately needed dol-
lars infused into Cuba’s economy, which 
should restore Cuba to its former cultural 
and social prosperity and diversifica-
tion of the days of Doris Lavelle. Like 
all Communist countries, Cuba values 
international exposure through the arts 
and through sports. Consequently, Cuba 
is known for its superb Russian inspired 
classical ballet training and for its base-
ball. There might come a day when Cuba 
wishes to add competitive ballroom and 

latin dancing to their universal exposure 
and enter the world stage. 

Herein lies the great task ahead. Ball-
room dancing in Cuba probably will have 
to wait. One cannot talk to Cubans about 
the six Telemarks in Foxtrot until their 
next meal is assured and the roofs over 
their head no longer leaks.  

 With total certainty that both the 
Imperial Society and the WDSF would be 
eager to embrace Cuba’s world participa-
tion, all of us are looking forward to a 
world of ballroom dancing as the ultimate 
and universal unifier, of which the good 
people of Cuba are most deserving. 

The United States Imperial Society 
for Teachers of Dancing

Visit our online store today at www.usistd.org.

International Style Ballroom & Latin Syllabus
The most widely used and recognized International Syllabus in the World

The United States Imperial 
Society

of Teachers of Dancing

The United States Imperial Society 
for Teachers of Dancing

Visit our online store today at www.usistd.org.

International Style Ballroom & Latin Syllabus
The most widely used and recognized International Syllabus in the World

Visit Our Online Store Today at  www.USISTD.org
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Marie Crowder
Licentiate, ISTD Amanda Ball

Fellow IB, AR 
Licentiate IL, AB 

Examinations Director’s Report

We showed growth in both the profes-
sional examinations and in the medal tests 
in 2016. We had 64 successful professional 
exams this past year. We had a record 
463 medal tests, comprised of 783 medal 
dances in 18 sessions (plus 1 more session 
and a few more medal dances: the final 
paperwork was never submitted, so I don’t 
have the numbers and am unable to create 
the certificates or send the medals the can-
didates earned. Please, please try to send 
me your paperwork when it is due.)  

Congratulations to the Top Organizers 
of Medal Tests in 2016: (Hosted the highest 
number of medal dances, in the calendar 
year – based on the Exam Rosters)

1st: Izabela Jaworska, The Dance Pavilion, 
155 dances

2nd: Valentine Hodgman & Ken Richards, 
Blue Ballroom, 108 dances

3rd: Missy Piegaro , The Floor, 103 dances

4th: JoAnn Tresco, PA DanceSport, 89 
dances

5th: John Pattillo, Towson Dance Studio, 52 
dances

6th: Paula Iacono, Iacono Dance, 50 
dances

6th: Tom Rzepnicki, Dancing with Friends 
50 dances

Congratulations to the Top Trainers of 
successful professional exam candidates 
in 2016: (Trained the highest number of 

successful candidates in the calendar year 
- based on the trainers listed on the can-
didates’ Professional Applications. (Most 
Trainers have actually trained more can-
didates than show here, but their names 
were not entered on the application. If you 
don’t list your trainers, they won’t get credit 
for training you!)

1st: Michael Choi, 11 candidates

2nd: Marci Edgington,  9 candidates

3rd: Dan Calloway , 6 candidates

3rd: Daphne Cunliffe, 6 candidates

4th: Cher Rutherford, 5 candidates

4th: Kristiina Ilo, 5 candidates

5th: Lori Woods-Gay, 4 candidates
5th: Mandy Ball, 4 candidates

Congratulations to the Top Candidates 
of 2015 and 2016: (Candidates with the 
highest number of successful professional 
examinations within the last 2 calendar 
years)

Michael Kuka, 4 exams
Dana Edwards, 3 exams
Elizabeth Peck, 3 exams
Kamil Rogowski, 3 exams
Brian Wells, 3 exams

I am really looking forward to our 
upcoming congress/annual meeting/
exam session on April 8th and 9th, 2017 in 
Timonium, MD. I hope to see many of you 
there! Sunday the 9th will be our primary 
examination day. If we need more time, 
we will be able to hold some examinations 
on the Friday before, or on the Saturday. 
The sooner you can let me know what you 
need, the easier it will be to accommodate 
you. We will have Miriam Ellis, Lori Woods-
Gay, Izabela Jaworska and Cher Rutherford 
available as our Examiners. All styles can 
be accommodated at all levels. Our lectur-
ers are Genya Bartashevich, Marsh Bonet, 
Lori Woods-Gay, Ieva Pauksena, and Cher 
Rutherford. All Examiners and Lecturers 
are available for coaching also. Please con-
tact the Examination Department to book 
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time with any of them (so we can coordi-
nate the space).

We are really hoping to be able to hold 
a congress/meeting/exam session yearly, 
with a year’s notice, so we can all plan to 
attend and to take advantage of the op-
portunity to take examinations as well as 
training, socializing, networking and con-
tributing to the operations of the USISTD. 
We also hope to make it easier, especially 
for Fellowship candidates and prospec-
tive Examiners, to be able to meet with the 
requisite number of Examiners for their 
assessments. We also hope to move the 
sessions around the country. If you would 
be interested in hosting one of these ses-
sions, or volunteering some time to help 
set them up (including this one), please 
contact anyone on our National Commit-
tee. Let’s make this one a success, so we 
can continue offering this opportunity! 

If you would like more information 
about any of our programs, or to schedule 
an exam, or exam session, please contact 
me. I’d be very happy to walk you through 
the process, if it is new to you. Our exami-
nation system is set up to help maintain 
our high standards for teachers in the 
dance industry and to promote good danc-
ing and your dance business. 

Upcoming Exam Sessions: 

March 11th, 2017: Mary Botta will be 
hosting examinations in Baltimore, MD. 
Examiner: Lori  Woods-Gay

March 19th, 2017: JoAnn Tresco will be 
hosting examinations in Hummelstown, 
PA. Examiner: Lori Woods-Gay

March 26th, 2017: Valentine Hodgman will 
be hosting examinations in Wilmington, 
DE. Examiner: Lori Woods-Gay

April 8th-9th, 2017: the USISTD will be 
hosting a Congress, annual meeting and 
examination session (medal tests and 
professional examinations) in Timonium, 
MD. All levels and styles available. Examin-
ers: Miriam Ellis, Lori Woods-Gay, Izabela 
Jaworska and Cher Rutherford.

April 28th, 2017: Judi Hatton will be host-
ing examinations in Port St. Lucie, FL. 2 
Examiners are available for Fellowship 
examinations in International Ballroom.
Examiners: Miriam Ellis and Izabela 
Jaworska 

May 5th-6th, 2017: Izabela Jaworska will 
be hosting examinations in Ypsilanti, MI. 
2 Examiners are available for Fellowship 
examinations in International Ballroom.
Examiners: Lori Woods-Gay and Izabela 
Jaworska

Completed Exam Sessions:

November 18th-19th, 2016: Paula Iacono 
hosted 29 medal tests in Amherst, NY. 
Examiner: Esther Don

January 7th-8th, 2017: Michael Choi host-
ed 4 professional examinations, welcoming 
1 new member in NY, NY.  Examiner: Lori 
Woods-Gay

Congratulations!!!
Candidate’s Name Exam Level          Type
Izabela Jaworska, MI Licentiate American Rhythm
Michael Choi, NY Licentiate American Rhythm
Sergey Bolotnikov, NJ Licentiate American Rhythm
Alex Jacobs, VA Associate International Ballroom
Silvia Foster, VA Associate International Ballroom
Michael Kuka, CA Licentiate International Ballroom
Mireille Geneste, CA Associate International Latin
Adam Katona, NY Associate International Latin
Michael Kuka, CA Licentiate International Latin
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Why are these people so happy?...

Catherine Noblitt. Zachary Bordonaro, Lana Rossi, Lori Woods, 

Michael Choi, Vanda Polakova, Mary Botta, Anton Domansky

They’ve just successfully completed their exams!!

Exams with Michael Choi
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Whether teaching, conducting 
examinations and tests or judging 
competitions, I am always impressed 
by the dancers.  Even the “not-so-good” 
dancers impress me, especially when they 
are amateur couples who don’t have a 
“pro” to rely upon to help guide them, to 
help them remember the sequences, to 
assist a bit if they get off timing, etc.

When I speak with others about how 
even the “bad” dancers impress me, I’m 
sometimes dismayed by their comments.  
Many of them fail to give credit for what 
the dancers have already accomplished.  
Instead, they focus on the weak areas of 
those dancers.  Yes, many of them fail to 
produce fabulous footwork.  True, a lot of 
them display far from fantastic frames.  
Occasionally, their timing is bordering 
on terrible.  Now and then, partnership 
is pitiful.  And this listing of weaknesses 
could go on and on.

But what of the accomplishments?  
Even the worst dancers on the floor are 
making the effort.  Generally, they are 
enjoying the music, the movement and 
the moment.

When I see two young children out 
there performing their 3 or 4 patterns, 
doing reasonably good timing, holding 
their heads up, dancing recognizable 
actions and getting at least SOME of the 
footwork correct, I’m impressed.  They 
are embarking on a journey that teaches 
them manners along with how to think 

about and interact with others.  They are 
learning how to organize their bodies 
and the many complicated actions 
required for dancing.  Most importantly, 
they are enjoying music in a positive and 
constructive social setting.

Watching a student and teacher or 
an amateur couple perform for a medal 
test and knowing that they are doing 
their very best to do everything “right” 
is something special.  I feel very blessed 
to be entrusted with the responsibility 
of giving medal tests and examinations.  
It would be easy to go negative with 
many of the candidates, citing each and 
every little fault they display.  But it’s far 
more rewarding to give them positive 
reinforcement for the things they have 
accomplished already.  Yes, they do 
need to know the things they must 
improve going forward, but it would 
be quite reprehensible to destroy their 
love of dance by pointing out all their 
shortcomings.

The real highlight for me is when 
older individuals are out on the dance 
floor for medal tests, exhibitions or 
competitions.  Yes, as with all dancers, 
nerves take over once in a while and the 
performance suffers accordingly.  In the 
main, though, you can see that they are 
giving their all to their partner, to their 
coach, to the routine, to the music and, 
in some cases, to their audience.  Seeing 
the joy in their faces is, for me, a special 
moment. 

Phillip B. Stephens
Fellow & Examiner ISTD

Before the Music Fades
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The Tricky Threesome
Part 1: CBM

Miriam Ellis
Fellow & Examiner ISTD

CBM Definition:   A Body Action 
used to initiate turn.  It is the moving of 
the opposite side of the body towards the 
stepping foot, either forward or backward.  

The primary function of CBM is to 
initiate turn right or left. We might say it 
is simply a “Commence to Turn”, which 
takes away any forceful attempt to com-
plete the Amounts of Turn in the charts.  
To illustrate the fact that CBM is based on 
a completely natural movement, consider 
how we walk in everyday life. When we 
take the left foot forward the right arm 
moves forward with it, and when we take 
the right foot forward the left arm moves 
forward with it.

Dance Teachers can perhaps draw 
a little mental picture of what we all do 
when we plan to turn right or left while 
driving, how we use our indicator before 
we turn the wheel so that other driv-
ers know our intentions.  In the case of 
dancing our partner needs to know that 
we intend to make a turn, so we must 
“signal” by the use of CBM before the turn 
is made.  In other words, in either case we 
must know ahead what we plan to do, as 
last minute actions may mean disaster.

 Exercise for developing CBM:  Stand 
with feet together, weight on left foot.  
Feel the weight of the body “roll” through 
the left foot, from the heel, through the 
ball of the foot, and, as you are about to 
move through the left toe, take a step 
forward on the right foot, making sure 
to land on the heel.  You should feel as 

Note:  This is the first of three articles, defining the “Tricky 
Threesome” (CBM, CBMP and Sway)    

though you will fall over if you do not 
take the step!  Do this several times.  Then 
repeat with the weight on the right foot, 
and stepping forward on the left foot.  
Next, repeat both, only rolling backward 
on the foot bearing the weight, from the 
toe, through the ball of the foot, to the 
heel, and landing on the toe of the other 
foot.  Following this, locate your “Con-
trol Center”, which is the vertical center 
line of the body.  Repeat all of the above 
four exercises while using your “Control 
Center” to rotate a little to the left or right.  
Be careful that you do not “break” the 
body, so keep your “Control Center” and 
your “Frame” in one piece. This exercise 
will take some practice, but will not only 
develop your ability to apply CBM, it will 
also teach you to use your supporting leg 
more strongly, and, provided you soften 
your knees a little, will help you use your 
knees correctly as well.  

 Note: There are only 4 ways to use 
CBM:  Turning left on a forward step with 
the left foot; turning right on a forward 
step with the right foot; turning right on a 
backward step with the left foot; turning 
left on a backward step on the right foot. 

Note:  CBM actually commences 
from the ankles, but a good concept is to 
think of it as starting in the hips.

Note:  Care must be taken not to al-
low a bad leg line when taking a step using 
CBM; therefore the foot and leg that is 
moving must stay in its own “track”. 

continued on page 20
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When you’re green, 
you grow...

…but when you’re ripe, you rot.

I was surprised recently when I 
dropped this well-worn cliché of the 
dance business during a conversation 
with a colleague, and the person to whom 
I was speaking said “Huh?”

“When you’re green, you grow, but 
when you’re ripe, you rot,” I repeated.  
“Oh, come on, you’ve heard that before, 
haven’t you?  It’s a veritable mantra of the 
Dance Business.”

I was surprised, again, to learn that 
she had not, and surprised yet again when 
she asked, “What does that mean?”

“Well it’s a metaphor,” I explained, 
hoping not to have to explain what 
that meant.  “It’s a proverb for teachers, 
especially, but it really applies to any skill 
or practice; see, you’re like a plant…” (At 
this point a look of skepticism flickered 
across my colleague’s face, and fearing I 
was losing her, I grew more urgent, which 
she seemed to find amusing:)

“Well you are like a plant,” I implored, 
“because when a plant is green, it’s still 
alive and growing, it still has a future.  But 
when it’s reached the peak of maturity, 
when it’s all ripe and done with its life 
cycle, there’s nothing left for it to do but 
get eaten by bacteria, which of course is 
what happens when something rots.”

“So you’re telling me I’m going to get 
eaten by bacteria,” she replied, folding her 
arms. This wasn’t going well.

“Well of course you are, we all are, 
but that’s not my point,” I went on, in 
increasing desperation; “my point is that 
once you decide that you know it all, that 
there’s nothing else left to learn, you are 
‘ripe,’ you’re finished, you stop growing, 
and it’s all downhill from there.”

“Aren’t you just a bundle of sunshine,” 
she replied, in the tone of someone who’s 
begun to suspect that she’s being insulted; 
“So I’m a plant that’s dying and is going to 
get eaten by bacteria.”

“No, no, no, you’re missing the point 
entirely,” I said, in increasing desperation; 
“You don’t have to rot.  You can choose 
to continue growing, to keep learning, to 
stay young, and fresh, you know, ‘green’!”  
I sat back, thinking that I, at last, had 
made my point.

I hadn’t.

“Well that doesn’t sound very good to 
me,” she said.  “When I think of someone 
looking ‘green,’ I think I’m describing 
someone who’s sea sick or nauseous, you 
know, like they’re about to throw up.  Or 
maybe they’ve already been dead a while 
and there’s mold growing on them.  Euhh.  
It doesn’t sound very flattering.”

I deflated.  I could only capitulate, 
lamely, in hopes of re-establishing 
some sense of agreement: “Like green 
eyeshadow.”  At this, at least, she 
brightened up: “Yes, exactly, like you see 
on all those pictures of blondes from the 
‘70’s, like the chick from Abba.”

Stuart Nichols
Fellow IB, IL

Licentiate AB, AR
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“Yes, poor Abba.”  I sighed. 

Let’s seize upon Abba as an 
opportunity to step away from this bleak 
exchange for a moment and address the 
core topic of this article: the importance 
of continuing education, specifically with 
regard to refinement and reinforcement 
of fundamental skills.  Being composed 
of the letters A and B, then repeating B 
before going back to A, the word “Abba” 
(if not the musical group,) could be a 
virtual poster-child for starting at the 
very beginning, then going back again 
to make sure you’ve still got it right.  And 
it’s tempting to assume, being the highly-
educated, experienced professional 
that you are (as evidenced by your 
membership in this Society,) that I’m 
merely preaching to the choir; I don’t 
think any one of us would miss “Do 
experienced teachers need continuing 
education?” on a True-or-False Quiz.

But honestly, how many of us can 
still find something to get excited about 
in those two paragraphs at the top of 
page 8 of The Ballroom Technique? (1994 
Edition.)

Yes, “The Walk.” That dust-dry, pared 
down, minimalist description that we’ve 
all studied if we’ve taken as much as 
a Student-Teacher test in either of the 
Ballroom styles, and which most of us can 
recite, either verbatim or very nearly so, in 
our sleep.  Some of us have even mastered 
the skill of standing in that nearly-
impossible position at the midpoint of 
the stride while delivering the brutally 
long phrase that describes it; I’m sure you 
know which one I’m talking about, but for 
the benefit of anyone preparing for their 
first Ballroom exam, I’ll repeat it here: 

 “…at the extent of the stride the 
weight will be equally divided between the 
heel of the front foot and the ball of the 
back foot with the front knee straight and 
the back knee slightly* flexed.”

For thirty-one years I have 
recited, repeated, and wrestled with 
this line of text.  I have exhorted and 

explained, pleaded and pushed, cajoled 
and castigated my students and my 
candidates, with earnest conviction, to 
get it. I’ve bargained.  I’ve begged. I’ve 
badgered. I’ve preached the gospel of The 
Walk as if it were the path to salvation.  
There have even been times when I’ve 
had to control the impulse to grab a few 
of them by the shoulders and shake them 
violently, while simultaneously screaming 
“WHY CAN’T YOU DO THIS?”  in their 
faces. (Please note, for the record, that I 
didn’t actually do this--but I was tempted. 
Also for the record, I should state that 
I do not recommend this as a teaching 
technique, though it can be therapeutic 
just to imagine doing it on occasion.)

Then, near the end of the thirtieth 
year, something happened.

On my umpteen-zillionth repetition 
of The Walk, as I chewed the book to pulp 
with my trainer, a sudden realization 
dawned on me, something that shocked, 
dismayed, and yet exhilarated me as 
its recognition illuminated shadows of 
uncertainty that I’d never realized were 
there until this moment:

Yes, I had the description of the 
walk down pat.  I could demonstrate 
and present it with a high degree of 
confidence, in different words if it was 
asked of me, and could discuss it at 
length and sound like I knew what I was 
talking about.  But, in spite of all of that, I 
went to class, observed my students, and 
confirmed my growing suspicion:

None of my students ever 
straightened their legs.  Not one.

Well, that’s not entirely true: they 
never straightened their legs while they 
were dancing.  If they were just walking 
around, then fine, they straightened their 
leg on every forward step.  But put them 
in dance position with a partner, and all 
that changed.  It was as if their knees had 
become arthritic and couldn’t straighten.  
Yet I knew, from seeing them walk 

Continued on page 20
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In addition: We also encounter Slight 
CBM; e.g. Step one of a Left or Right 
Closed Change in Waltz.  We might say 
that the purpose of this is to give a con-
trast to the following Natural or Reverse 
Turns, where we have a normal amount 
of CBM. It also enhances the appearance 
of these combinations.  Slight CBM will 

...Tricky Threesome 
Continued from page 16

Last year, I was judging a competition 
in which a very senior amateur couple 
was dancing.  For their age division, 
they were quite good.  Both had style, 
timing, frame, footwork, good posture, 
etc.  But the most important part for me 
was seeing the sheer look of joy on their 
faces, especially the lady.  She performed 
every action to its fullest.  She engaged 
the audience.  She gave life and character 
to each dance and each movement in 
that dance.  No temerity was in evidence 
whether she was in partnership or on her 
own.  Each of them seemed so connected 
to the other in that indescribable way that 
transcends age and time.  They truly did 
dance as one.  

That is the joy that I hope every 
dancer experiences before the music 
fades.  

And, like it or not, there is no 
escaping this fact of life: The music will 
eventually fade for each of us at some 
point.  

It saddens me to think of all the 
people in the world who will never even 
give themselves the chance to experience 
the sheer joy of dance.  Therefore, I 
encourage every child, teen, young adult, 
middle-aged or senior person to take 
the most difficult step of all to begin this 
journey: Take that first step onto the 
dance floor.  Do it now.  Do it before the 
music fades.

Before the Music Fades 
Continued from page 15

When You’re Green...
Continued from page 19

normally, that this wasn’t true.

Once I became aware of it, the 
reason was obvious; they weren’t keeping 
their weight on the standing leg long 
enough for the moving leg to complete 
its full extension.  In spite of my years 
of repetition on this, I’d failed to notice 
this until this point.  Thus began a new 
obsession for me; the determination to 
correct this.  And I’ve spent the past year 
pursuing this.

Interestingly, those new students who 
started lessons since this epiphany, with 
whom I’ve emphasized this element of 
the walk, have developed a clean stride 
with seemingly little effort.  As for the rest, 
some of them, with effort, have shown 
improvement.  Ask me again after I’ve had 
another year to work on them.

Which brings us back, I suppose, to 
my colleague, and her issues with being 
green.

Seeing my despondence, she must 
have felt pity, and changed the subject: 
“Miss X’s Foxtrot is starting to look good.  
I can tell you’ve been working on her leg 
action.  I swear, no matter how much we 
study it, there’s always something else to 
learn about walking, isn’t there?”

I stared at her, speechless.

“What’s the matter with you?’ she 
said, concerned: “You look a little green.”

be found in other figures, such as Chasses 
from Promenade Position, and the pur-
pose of this is to maintain a good body 
line with the partner.

There is also Strong CBM, although 
this is not listed as such in the charts.  We 
need Strong CBM when we are initiating a 
strong turning step.  An excellent example 
would be a Natural or Reverse Pivot.

Note:  CBM and CBMP are often used 
in conjunction with one another, which 
we will discuss in the next issue of Topline.
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The topic of connection in 
partnership dancing is diverse and 
intricate. Volumes could be written about 
the inner workings of such a dynamic 
and complex system with all of its moving 
parts, but I would like to explore one very 
narrow subset of this topic, and that is 
the question of amount — specifically, 
the amount of body weight being applied 
through the connection. What should be 
considered the correct amount of weight? 
What makes your partner feel too “heavy” 
or too “light”? Is there truly a precise 
amount that should be considered ideal, 
or is it all just a matter of personal taste? 

In describing the desired amount 
of weight in a connection, it is common 
for teachers to use vague or subjective 
terms to varying degrees of effect. In a 
private lesson with the benefit of direct 
and constant feedback, we can take great 
liberties in our use of language and still 
get the desired effect. But it should be 

 Connection and Weight 
How Much is Too Much? 

by Jonathan Atkinson 

possible to define in simple and concrete 
terms the proper amount of tone and 
weight, so that it could be explained from 
afar — say, for example, in a large group 
class, an instructional video, or even an 
article written for TopLine! 

I will begin with a simple diagram:

The diagram below illustrates the full 
range of weight possible in a connection, 
from lightest to heaviest. Within this 
range are two easily defined points, which 
I have coined the Limit of Sensitivity and 
the Limit of Balance. 

The Limit of Balance is defined as 
the heaviest possible connection two 
partners can have, while each partner 
still maintains the ability to balance over 
his or her supporting foot. This limit 
can be found by standing on one foot 
while connected, then letting go of the 
connection. If one or both partners lose 
balance and take even a small step, the 
connection is too heavy, and falls under 
the heading of “overbalanced” (more 
on that later). If balance is maintained, 
repeat the process, each time increasing 
the weight incrementally until the limit is 
found. 

Jonathan Atkinson
Licentiate IB

Associate AS, AR
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The Limit of Sensitivity is defined 
as the lightest possible connection two 
partners can have, while still maintaining 
the ability to lead and follow. This 
limit is slightly more difficult to define 
concretely, since it requires some degree 
of subjectivity in terms of what defines 
successful leading and following. But for 
the sake of this discussion, let’s imagine 
that success is defined as the ability of the 
leader to improvise randomly through his 
repertoire of basic figures, while leading 
the follower to follow those figures 
without error (This bar, obviously, could 
be set higher based on the skill level and 
requirements of the participants). To 
find the limit, try leading and following; 
If the connection is too light, it will result 
in a breakdown in communication that 
results in errors. If, on the other hand, 
lead and follow communication is 
successful, repeat the process, each time 
decreasing the weight incrementally until 
the limit is found. 

It should be noted that while the 
Limit of Balance is a fixed and immovable 
point (because physics is a thing), the 
Limit of Sensitivity is variable, based 
on the skill level of the parties involved. 
Beginners tend to need a heavier 
connection, to account for the lack 
of sensitivity. As one’s skill level and 
sensitivity improves, so does his ability 
to dance with a lighter connection if 
desired, and therefore so does his range. 

Everything between these two limits 
should not be considered incorrect, 
since it is hard to argue that dancers 
who have the ability to maintain their 
individual balance while leading and 
following each other effectively are “doing 
it wrong”. Every dancer has his or her 
own individual preference — some like it 
a little heavier, while others like it lighter 
— but anything within that range should 
be considered acceptable. A successful 
partnership will allow for the slight 
differences in preference, as each partner 
will adjust slightly to compromise and 
find a happy medium. 

Another point to consider is the 
idea that overbalance is not definitively 
incorrect, as any Theatre Arts dancer 
will tell you. When done deliberately to 
create a specific effect, such as any kind 
of theatrical line where the lady’s body 
weight is partially or fully supported by 
the man, overbalance is very effective. 
In basic lead-and  follow partnership 
dancing, however, this should be 
considered the exception and not the 
rule, and should never be a matter of 
accident or lack of skill. Basic lead-and-
follow connections, especially while 
moving, should generally always fall 
within the acceptable range between the 
Limit of Sensitivity and Limit of Balance. 

When assessing problems with 
connections, either with one’s own 
partner or with one’s students, it also 
helps to understand that there are many 
possible complicating factors that can 
contribute to one’s perception of weight. 
It is possible for a connection to be 
reasonably light in terms of physical 
weight, and still be perceived as too 
heavy. It takes a skilled teacher to tease 
out secondary contributing factors in 
order to pinpoint a problem that may 
lead to the perception of a connection 
being “too light” or “too heavy” (typically 
the latter in the case of students). These 
factors include, but are not limited to: 

• Too much or not enough muscle tone 
in the relevant body parts (arms, 
hands, etc) 

• Inadequate surface area of connected 
body parts 

• Incorrect direction of the connection 

• Incorrect poise 

Any one (or many) of these factors 
can affect one’s perception of the degree 
of weight in a connection. For example, 
if the amount of weight in a connection 
sits right in the middle of the acceptable 
range, but the muscles in leader’s hands 
and arms are tightly bound, the follower 
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may complain that the connection 
is heavy. Or the leader may hold the 
followers fingertips in his, making her 
feel unsupported by a connection that 
is perceived as too light. Perhaps the 
follower is pushing the connection 
downward toward the floor, which could 
feel heavy. Or they could have a “hook” or 
“pull” connection with the appropriate 
amount of body weight, but the follower 
is poised backward (i.e. back-weighted), 
causing the leader to complain that she 
feels heavy. 

So in our exploration of the amount 
of weight, if we return to our original 
question, What makes your partner feel 
“heavy” or “light”, we can start by teasing 

Connection and Weight... 
Continued from page 23

apart the physical weight from other 
factors that affect our perception such 
as muscle tone, surface area, direction 
and poise (each of which could warrant a 
separate discussion of its own). Assuming 
everything else is in its proper place, 
to answer the question of how much 
is correct amount of weight, and is 
there any room for personal taste: To a 
degree, yes. There is certainly a correct 
range, whose boundaries are defined by 
one’s limits of sensitivity and balance, 
within which there is room for personal 
expression. Beyond that range, there are 
even exceptions such as overbalanced 
moments that can be considered correct 
when done purposefully. But these limits 
give us a good general guideline of the 
acceptable amount for the majority of our 
partner dancing. 

NEWS FLASH • NEWS FLASH • NEWS FLASH

Promote a Medal Test 
in Your School!

Our new brochure shows students the value 
and fun of the Medal System!

What is a Medal Test? How does it work?
How will a Medal Test help me achieve my dancing goals?

Brochures are now available through our 
website  at USISTD.org OR 

via email at publications@usistd.org 
OR call (917) 362-3924
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Harry Fox was born Arthur Carringford 
on May 25, 1882 in Pomona, California.  He 
was a singer, dancer, comedian, vaudeville, 
stage and film actor.  Considering all of 
his past accomplishments, the public best 
associates his name with one of the most 
popular and enduring of all the Ballroom 
dances, the Foxtrot. 

The foxtrot that Mr. Fox danced in 
1913/1914 has little resemblance to the 
modern foxtrot we know today.  In the 1913 
Follies, produced by Florence Ziegfeld, at 
the New Amsterdam Theatre in New York 
City, Harry Fox was doing “hot” trotting 
dance steps to a popular Ragtime number.  
Both the song and dance were a favorite 
with the audience.  (Keep in mind that 
Ragtime and Jazz music, at the time, was 
described as being “sweet” or “hot”).  The 
Sweet Jazz had a smooth, mellow sound 
and a moderate to slow tempo.  In contrast, 
hot Jazz had a bouncy, jazzy feel and a 
moderate to fast tempo).  It was to this hot, 
jazzy music that Mr. Fox was dancing in his 
theatre performances.  Each “hot trotting” 
step was taken to one beat of music.

Meanwhile, the management of the 
theatre hired Oscar Duryea, a popular 
dance instructor at the time, to introduce 
Fox’s dance at the Midnight Frolic in the 
Jardin de Danse night club atop the the-
atre.  He was supposed to dance with danc-
ers from the theatre who were scattered 
among the audience every time the orches-
tra played Fox’s trot music and at times 
with members of the audience. Tired after 
teaching all day and dancing the fast trot-

ting steps at night, he suggested to one of 
his partners that they do some of the steps 
in half time, so they would “walk a few and 
run a few”.  Hence, the slow “walking step” 
using 2 beats of music was introduced 
to Fox’s trot.  Over time, Mr. Fox’s dance 
evolved from a trot into a basic pattern 
consisting of two slows and four quick run-
ning steps. 

According to Oscar Duryea, “Eventually 
the public, still liking the slow timed walk-
ing steps, substituted the Two-Step” (a side, 
close, and followed by a forward, backward 
or side step) “for the quick running steps 
of Fox’s trot”.  The Two-Step at the time was 
a universal favorite and was danced to all 
types of music, Sousa’s marches, Ragtime, 
Waltzes – any music that was danceable”. 
The result was a combination of timing 
and directional changes that added vari-
ety to Fox’s dance and made it a favorite 
among dancers. 

The addition of the slow “walking step” 
and the public’s substitution of the Two-
Step for the running steps, appear to be the 
first of many changes that modified Harry’s 
trot to the foxtrot we dance today. 

In America, well known dance teams 
such as Vernon and Irene Castle, Maurice 
Movet and Florence Walton, and Jack Jarrot 
and Joan Sawyer kept the foxtrot fresh in 
the public eye, each rendering their own 
additions to the dance.   Dance organiza-
tions both here and in Europe began the 
process of standardizing and developing 
the foxtrot and the dances that followed.

 Harry’s Foxtrot 
Gregory Sipe

Associate IB, IL, AB
Licentiate TA

The History of Dance
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Having a Purpose

Many of you own your own studios. 
Many of you are independent contractors, 
teaching at one or more locations. Many 
of you work for as teachers for a studio 
owner. All of you share the goal of retaining 
your students. No matter how much new 
business you have coming in the door, it is 
overwhelmingly important to keep the stu-
dents you have engaged and committed to 
continuing their studies. The recent reces-
sion surely showed that.

I have never subscribed to the view that 
a business and its customers are adversar-
ies whose interests do not coincide. Yes, I 
want my students to take lessons forever, 
and yes, they would like to master dancing 
in one lesson. But in the world of reality, 
that is impossible. And all teachers know it. 
“Five easy lessons” does not give mastery 
of anything worth knowing.

Not only is ours a world where people 
desire instant gratification, but also one 
where attention spans are gnatlike (poor 
gnat! Such abuse!). There are so many oth-
er things beckoning for their attention. The 
solution to all of these challenges – keeping 
your students, motivating them, holding 
their attention, serving their interests and 
yours -- is to give your students a purpose.

Few are the students who will keep 
coming in every week, year in and year out 
“just to learn”. The majority need to have 
something a bit more specific than that. 
They need to see in front of them with clar-
ity a measurable goal that permits them to 
say, “That is what I am working to achieve”.

I have found the following goals ac-
complish this: Medal tests, competitions, 
showcases, a syllabus, a social dance event. 
These vary from short-range to longer 
range goals. And some of your students 
will completely reject one or more as un-
suitable for them. But surely one of them 
will beguile them.

For many years I have found that one 
of the best is the medal test. It appeals to 
the person who cannot see himself on 
the competition floor, but still wants to 
feel that he has accomplished something; 
to the competitor who knows that some 
judges are more technically minded and 
do notice the use of feet, for example; to 
the person who likes receiving awards and 
the person who sees her friends’ names on 
a Medals Achievement Board; and to the 
person would like an outside, objective 
evaluation of their dance accomplish-
ments.

And the medal test is a great way of 
focusing the student’s attention on very 
specific skills that they might otherwise 
treat lightly. It is amazing how quickly a 
student will become highly motivated to 
get their footwork right if they hear that it 
is a requirement for passing an exam. And 
this motivation to do well on the exam also 
makes them realize that missing lessons 
will just not cut it. 

Voila! Regular lessons (and often extra 
lessons), attentive, motivated students, 
progress in skills, a sense of accomplish-
ment, long-range commitment, excite-
ment and celebration -- and then the 
cycle starts all over again as they move to 
the next level. Add in (for your own infor-
mation) the fact that there are exams for 
absolutely every level of student, even the 
beginner), and I think you will see how 
wonderful the medal tests can be for your 
professional success.

And the USISTD has been at this for a 
very long time. Mandy Ball will be more 
than willing to help you over every hurdle 
in entering your students in an exam ses-
sion, or organizing one at your school.

How about now? 
 

FROM THE BUSINESS CORNER
Having a Purpose

From the Business Corner

John L. Pattillo
Fellow IB 

Licentiate IL, AB, AR, TA
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FROM THE BUSINESS CORNER
Having a Purpose

The United States Imperial Society for Teachers of Dancing
Esther Don’s

American Style Syllabus 
Manuals & DVDs

Visit our online store today at www.usistd.org

Enhance your dance knowledge.
Learn at your own pace.

Strengthen your teaching skills.
Prepare for your next Professional Exam.

 Improve your Dancing Today!

The United States Imperial Society of Teachers of Dancing
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The process of medal testing is an 
effective strategy to ensure the student 
is progressing toward achievement of a 
personal meaningful goal , one that they 
“need to do” rather than what they “want 
to do”. The enjoyment factor is not always 
up front, but the many benefits are 
definitely at the end.

The teachers who encourage their 
students to challenge medal testing give 
them many and diversified reasons why 
they should take the medal exam; the 
students have just as many why they 
shouldn’t.

Their mathamental problem 
solving brain is fully occupied sorting 
out patterns, amalgamations, timing, 
rhythm, CBM, CBMP, foot positions, 
alignments, styling, character, musicality, 
dance position, etc. Coupled with a 
poor sense of navigation through space 
linked to another body trying to express 
to humanity one’s true self can be very 
stressful leading to anxiety and fear.

They feel possibly all the sound 
technique, musicality, and poise they 
gained may not be sufficient to battle 
such a monstrous feat. Perhaps the hard 
work and dedication they must accept 
would just not fit their circumstances, 
would take them out of their “comfort 
zone”.

There are students who possess 
excellent qualities that would enable 
them to pass a medal exam. However, 

where we find exceptional ability we also 
find exceptions to the rule.

Read below some of the questions 
with which I confronted my students and 
their replies: -- I’m sure you teachers can 
relate.

Teacher: Aren’t you supposed to be 
practicing your dancing?

Pupil: I quit practicing my dancing – 
it’s bad for my esteem.

Teacher : Oh – really!

Pupil: Yeah, you see it sends the 
message to my brain that I don’t know 
enough! All that emphasis on right 
way to do the patterns makes me 
feel bad when I get them wrong. So 
instead of trying to improve I’m just 
concentrating on liking my dancing 
the way it is which helps me like 
myself.

Teacher: Don’t you want to achieve a 
medal in  your Bronze Standard? And 
acquire self-esteem?

Pupil: Not really. Anyway why should 
one have to accomplish anything 
to feel good about themselves. Self 
esteem shouldn’t be conditional. 
I don’t need to learn things to like 
myself. I’m fine just the way I am. 
That’s why I stopped practicing.

Teacher: So your self-esteem 
is enhanced by remaining an 

Joe Peoria
Life Member USISTD

Why Medal Testing
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ignoramus? Is that what you’re telling 
me?

Pupil: Please! Let’s refer to it as 
“unfortunately impaired”.

Teacher: So the secret to good self-
esteem is to lower your expectations to 
the point they’ve already met?

Pupil: Right you are – I take pride in 
my mediocrity.

Teacher: What did you say? I didn’t 
hear you?

Pupil: I said you don’t understand 
me and I don’t understand you. It’s 
hopeless. What assurance do I have 
that acquiring all these dance skills 
will adequately prepare me to pass 
such a high level exam?

Teacher: Trust me – you will pass. It 
helps if you don’t dwell on the final 
results too much and have fun with 
the process. Enjoy a lively spirit – 
become creative.

Pupil: Fun you say – huh! I’m about 
ready to end up in a psychologist’s 

office just thinking about having to 
execute all those patterns under the 
critical eye of an examiner I’ve never 
seen before and on a strange dance 
floor.

Teacher: Please! Enough negative 
talk. It is not hopeless, and it is not 
mandatory that you take a medal test, 
the choice is yours. You either brave 
failure, risk demise, or experience 
the flood of somatic sensation that 
screams in your soul you are alive, 
gloriously alive! It’s a fact.

Pupil: WOW! I’m not sure I could 
stand so much bliss.

Teacher: As you go through life 
you will realize learning to dance 
is one of the few pleasures that will 
improve your mental and physical 
capabilities. This is true.

Pupil: Fine, I’ll practice more dancing 
when I get older.

Teacher (saying to himself): If you 
don’t change your attitude and start 

Maxine Uhrin, Esther Don, Joe Peoria, Catherine Zerilla

Continued on page 30
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practicing right NOW – today may be 
the oldest you will get”.

Note to students who are contem-
plating medal exams:

Today maintain your purpose in 
dance. Listen to advice and accept 

Catherine Zerilla, Joe Peioria, Maxine Uhrin, Paula Iacono

instruction. Act on it, don’t just wish for it 
to happen. Persevere in your attempts to 
achieve your goal and keep in mind what 
you think of yourself is more important 
than what others think of you. Go ahead, 
keep courage, take the exam, you’ll do 
OK.

P.S. the pupil mentioned in the 
above article did take the Bronze Medal 
exam and received “honors” in four of 
International Latin dances and four 
Standard dances in full Bronze.

Why Medal Testing
Continued from page 29

On July 20, 1959, Harry Fox died and 
was interned at Woodland Hills, Los Ange-
les, California.  Curiously enough, there is 
no record that Mr. Fox ever took credit for 
the dance that bears his name.  Other than 
the references to his trot that he danced in 
the Ziegfeld 1913 Follies, no information 
can be found to show that he ever dem-
onstrated or taught the dance.  Since the 
Foxtrot became one of the most popular 

dances well before his death, isn’t it sur-
prising that Mr. Fox did not pursue fame 
or fortune with the dance that bears his 
name? Still we have him to thank for the 
beginnings of a dance that has become a 
measure of excellence for all dancers.

It takes two to tango, but a foxtrot is forever. 
—Anonymous

Dance Magazine, June 1951. The Jazz Age Foxtrot, 
www.walternelson.com/dr/foxtrot

Harry’s Foxtrot
Continued from page 25
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AD SPACE RATES
Size 1 time 3 times
Full Page $100 $150 Black and White
1/2 Page $75 $98 Black and White
1/4 Page $50 $75 Black and White

*** 10% Discount for Members of USISTD.

Your ads are important to us at Topline. It’s a way to have 
your name recognized throughout the organization.

USISTD is a non-profit organization and as such may not engage in “bartering” or any 
practice that may possibly convolute information to the IRS

Do You Have...
A dance competition that you run?

A dance school that offers special types of dance?
A special-services person that offers benefits to dancers?

National title holding professionals working out of your studio?

Do you want people to know 
about it nationwide?

Running an ad about what you offer to other professionals and studios 
across the United States is a great way to “get connected” by letting them 

know about what you have to offer that is special and how it can be of 
benefit to making ballroom dancing move and grow.

Advertise in the
TOPLINE today!

Contact Allie Spinder, Marketing Director - (801) 472-2651
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Visit Our Website Today to Learn More about Membership:   
www.usistd.org


