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A Letter From the President

Lori Woods-Gay
Fellow & Examiner 

Dear Members,

     We have started off the year with quite a few examination 
sessions taking place, both in the medal tests and 
professional exams, all of which have been a huge success 
in that the candidates are leaving inspired and looking 
forward to studies for their next exams. There is a buzz 
in the air about many others who want to incorporate the 
medal system into their teaching and their dance schools. 
The new professional exam for Theater Arts is now being 
implemented and we have had quite a few teachers take 
this exam.  It is a comprehensive exam that we can all be 
proud of.  Candidates wishing to take this professional 
exam should order the Eclectic Methodology of Dancing 
(EMOD) manual through our publications department on  
the website and also be sure to study the list of requirements 
that is included with the manual.  If you have any questions 
contact Mandy Ball in the Examinations Department to be sure you know what to 
study.  As with all professional exams it is important to study with a qualified trainer 
in order to polish your demonstrations. 
     By the time you receive this Topline magazine many of our members and 
fellow professionals will have gotten together at the Heritage Classic Dancesport 
Championship in Asheville, North Carolina.  Because we are going to print before this 
event actually takes place I can only tell you what we have planned, but I do anticipate 
this being a successful event for the promotion of the Society.  We plan afternoon 
socials in the hospitality suite and all professionals attending the Heritage Classic are 
invited to meet and mingle with our members.  Hopefully some of these teachers will 
be inspired to join.  If they do, they will be in good company as some of the most 
respected professionals in our industry belong to the USISTD.  An interesting note is 
that fifteen of the judges on this prestigious panel include their ISTD membership in 
their bios, more than any other dance teacher organization.  They know what we know, 
which is an ISTD qualification is something to be proud of.  Thank you to Kristiina Ilo, 
our newest National Committee member, for helping to organize this event and thank 
you to Joy and Colin Hillary, the organizers of the Heritage Classic, for affording this 
opportunity to our organization. 
     Continuing on the theme of getting our membership together …..When the USISTD 
was still running dance competitions three times a year it gave us an opportunity to 
have meetings with the National Committee and the membership.  Since the sale of our 
competitions we have not gotten our membership together in quite a few years and 
the National Committee only meets on teleconference calls. An annual event with the 
membership is important in many ways.  It can for example: allow us to have an annual 
general meeting; facilitate professional examinations especially Fellowship exams; 
awards and recognition to those who contribute to the development of the society can 
be given; facilitate training for exams, training in how to prepare candidates for exams, 
training in how to set up a medals day, training in how to be a better teacher etc. etc. 
and perhaps in the future a closed dance competition for our membership.  Plans are in 
the works to organize this annual event.  We will want your feedback for the planning.  
We will be sending out an e-mail survey.  Please respond and give us your thoughts 
and ideas.  As always we are happy to hear from you if you wish to contact anyone 

Continued on page 6



6

President’s Message 
Continued from page 6

on the National Committee please do so.
       We live in a society that embraces 
and expects instant gratification and we 
therefore judge everything we do by 
whether or not it produces immediate 
results.  In the case of the Society I 
believe the work we have been doing 
over the past two years in organization 
is starting to pay off.   One of my favorite 
quotes is “Do the little things and the big 
things take care of themselves”.   There 
are a myriad of little things that get 
done that make for the success of our 
organization and I want to thank all of 
our officers, directors, and members for 
all the work they have been doing and 
the contributions that have been made.  
You are making a difference.
 

On the Cover...
Judi Hatton has received the 

Lifetime Achievement Award 
from The National Dance Council 
of America and was inducted into 
the Hall of Fame

Judi has served both the 
council and the USISTD admirably 
for many years. We are proud to 
acknowledge her outstanding 
work in the past for her many 
successful endeavors, and for 
current her role in chairing the 
Board of Trustees. 

Other Imperial members who  
have shared this honor are: Olive  
Cullip,  Julius Kaiser, Dagmar 
Jarvel, Dennis Rogers, Fran 
Rogers,  Ken and Shiela Sloan,  Jim 
Donaghey,  and Frank Regan

United States DanceSport
Hall of Fame

January 8, 2011

THE NATIONAL DANCE COUNCIL OF AMERICA

is proud to induct

JUDI HATTON

into the United States DanceSport Hall of Fame

This life achievement award
is given in recognition of your outstanding contribution,

devotion and dedication to ballroom dancing.
 Your leadership and commitment to excellence in the

field of ballroom dancing and dancesport,
as well as your success as a competitor, coach and
 advisor have helped shape competition ballroom 

dancing and our industry in to what we have today. 
Thank you Judi for all you've done.

Meet Our Newest
Committee Member

Kristiina Ilo
Kristiina Ilo is a 
Dual Fellow of 
the ISTD. She is a 
former all Soviet 
Union 10-Dance 
Champion and 
World 10-Dance 
Finalist. She is 
also a former fi-
nalist in Standard 

and Latin Championship competi-
tions in the U.S. Kristiina is a world 
class Adjudicator and owner of Star-
lite Ballroom and Dance School in 
Indianapolis.
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A Letter From the Editor

Daphne Cunliffe
Licentiate ISTD

On The Lesson
Recently, I was lucky enough to have a new student walk through the door. 

Given the current economic environment, I treat any new student like “gold” and 
therefore, I take great care with how I teach them.

New students are very tricky. There is a lot of information you have to get 
when you first meet them to help you figure out how to position the lesson. 
This student was even a little trickier. He introduced himself and then asked me 
what my credentials were. This is not exactly common, but it does help to have 
credentials. As teachers, we all have a “basic procedure” to handle the first private 
lesson. I surmised that he had taken many of these “first lessons” so I made sure 
the lesson was customized for him. I offered explanations about the history and 
background of the dances, and more technique than I would normally do; proper 
footwork, posture, dance position, and tracking of the feet underneath the body. 
It’s important to customize all lessons to fit the student, whether it’s the 1st lesson 
of the 51st lesson. The hard thing to know is exactly what a student is looking for, 
and although the standard way of teaching a first lesson is good, tailoring the 
lesson to the precise needs of each student is better. 

As teachers, we know we have the knowledge to give a good lesson and 
teach good dancing, therefore, we assume the first lesson will be easy because 
the new student doesn’t know anything about dancing. Most of the students 
I’ve dealt with are well-educated professionals that are often in fields where 
they are versed in the art of communication, e.g., lawyers, therapists, professors, 
engineers.  It is important for us, as teachers, to be well spoken, clear and concise 
in our explanation, and relaxed in our delivery of information. This often takes 
experience and confidence.

My new student thanked me for the lesson, told me how much he enjoyed it 
and said he would be back next week at the same time.  

New students are the “bread and butter” of our dance business. Treat them 
with care, respect, and understanding and they will serve you well for many years.

Dear Readers,

I’d like to thank all those people who took the time 
to send photographs of medal tests, workshops, and 
classes. It adds so much to the magazine, creating a 
personal touch. This issue concentrates on the fine art 
of teaching and learning to be a better teacher. We 
also have a nice international rumba amalgamation 
submitted by Miriam Ellis. We are starting a new se-
ries on “growing older the Ballroom dance business.” 
Chris Thompson will be interviewing “legends” over 
the next several issues.
Enjoy.



8

Chewing gum facts:  The amount of energy Americans expend per day, chewing 
gum could light a city of 10 million people for one day.

There is actually an International Chewing Gum Association.  Its website 
lists interesting facts such as: the first commercial chewing gum, State of 
Maine Spruce Gum, was introduced in 1848 by John B. Curtis. The good 
manners check list today is not whether to chew gum or not but the proper 
disposal of your chewed gum.  I received a phone call by a person working 
at a competition reporting that they observed a professional American Style 
Rhythm dancer dispose of their gum by sticking it under a Chair just after they 
had completed their Cha Cha.  I personally hope not to be the person assigned 
to that seat and table to discover gum on my evening gown, costume or hands.  
This dancer has a complete lack of thought or manners.

A gentleman official also reported a past incident when their one of a kind 
designer jacket was almost ruined because a competitor “parked” their gum 
on the table until they could return to continue the chew.  Disgusting!

Gum sales and chewing is banned in Singapore.  Why?  Due to the cleanup 
required from gum under tables and chairs, on public stairs, pavement and 
buses.  The 1987 five-billion  dollar Mass Rapid Transit System was vandalized 
by someone putting gum onto sensors causing train service disruption.  Hence, 
the ban.

The USA is not Singapore and does not have the 1992 law to ban gum 
chewing, but please be considerate and get rid of your gum in the saved 
wrapper that it came from or a paper towel, etc.  Make sure it is thrown away 
properly.

“Never do anything against conscience even if the state demands it.”
— Albert Einstein

Social Graces

Cher Rutherford
Fellow &

Examiner ISTD
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by Ellen Tittler
Licentiate ISTD

Teaching Social 
Dance Class

I  love teaching social dance in a class setting. When I entered the ballroom dance 
field I made a conscious decision to involve myself in social dancing. I wanted to 
discover how to teach partner dancing where students did not openly compete with 
each other. I wanted to create an atmosphere in my classroom where students felt 
safe and where they supported each other and to establish a teaching environment 
where students could enjoy the company of others and value the connection that 
they established while dancing with various partners. I also wanted to teach students 
how to make the adjustments that are necessary to make when dancing with different 
partners.  

Teaching a social group requires skills that are different from those that a teacher 
needs when teaching an individual or a couple. Patience and humor are essential in 
dealing with the many personalities in the class.  Following the rules of social dance 
etiquette is essential. These rules must be established by the teacher and adhered to by 
the students, e.g. no student may refuse to dance with another student while in class. 

Amalgamations must be easy enough for many different people to learn and 
memorize in a short time. A typical one hour class meets only four times and the 
atmosphere needs to be fun – too much material and too many corrections can deaden 
the mood in the room.

My class begins with a five minute warm up period where the students dance 
together. The teacher can use this time to observe the dancers, make suggestions and 
answer questions. After the warm up, new figures (and later amalgamations that 
contain these figures) are learned by the leaders and the followers. Students learn the 
steps by imitating the movements of the teacher who is demonstrating in front of them.  
Verbal descriptions of foot positions, alignments and counts are given. I have found it 
extremely helpful to have each group, leaders and followers, dance their amalgamation 
while counting aloud. When each group has learned their own parts sufficiently, I have 
them partner up. It is very important for the teacher to have everyone start and stop at 
the same time in order to avoid collisions.

The couples first dance their combinations across the room. The teacher keeps the 
class moving by changing partners frequently. After giving some general corrections, 
have the couples dance the amalgamation around the Line of Dance and change 
partners by having the men move forward to the next woman.  Again, no one may 
refuse to dance with another student during this change of partner rotation.

This type of teaching is rewarding, the students learn to interact and have success 
dancing together, and the teacher learns to deal with a wide variety of learning styles 
and abilities.
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The ImperIal SocIeTy 
of TeacherS of DancIng

The ImperIal SocIeTy 
of TeacherS of DancIng

WorlD WIDe

U.S. Branch
a non ProFIt EdUcatIonal EStaBlIShmEnt

U.S. Branch
a non ProFIt EdUcatIonal EStaBlIShmEnt

profeSSIonal creDenTIalS recognIzeDprofeSSIonal creDenTIalS recognIzeD

Medal Tests for students available in all styles, at all levels.

For more info visit USISTD.ORG

  Workshops, Seminars and symposiums are held in  
  various parts of the country at the behest of The  
  Imperial Educational Faculty. Scholarships for 
      futher study are periodically awarded.
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Amalgamation

Rhumba Cuddle Walk Variation
with Arm Lines

In this issue, an examiner has given an amalgamation 
that to broaden your dancing horizons. I hope you enjoy 
the experience. (Editor)

 Commence in Open Position, weight on Right Foot (Lady Left Foot). 
 Double hand hold.

 Man: Dance Steps 1-3 of Curl, ending with LF pointed to side    
 without weight leading Lady to turn L into Cuddle Position. 
 (2.3.4 1)

 Lady:   Dance Steps 1-3 of Curl, turning 1/2 L into Cuddle Position. 
 End with LF pointed to side without weight.

 (Both partners now on same foot)    
 
Man and Lady:  3 ‘Crab Walks’ (LRL) – side, cross in front, side     (2.3.4 1)

Man and Lady:  1 Set Syncopated Cuban Rocks, commencing RF  (2&3. 4 1)

Man and Lady:  3 ‘Crab Walks’ (RLR) – side, cross in front, side   (2.3.4 1)
 
Man and Lady:  1 Set Syncopated Cuban Rocks, commencing LF  (2&3  4 1)

Man and Lady:  Raise joined L and R hands  (2.3)
 
Man and Lady:  Raise joined R and L hands   (4 1)    
 (keep all 4 hands close together)

   
Man and Lady:  Switch to L to L & R to R hand hold and lower L hands, 
  (2.3.4 1)

  keeping R hands raised, creating an attractive shape.     

Man:  Hold Position on ‘2’, leading Lady to turn L. LF Fwd (3), RF   
  Fwd (4 1)           

Lady:  LF Fwd, pivoting solo 1/2 L (2), RF Back (3), LF Back (4 1)  
 End in Open Position, L to R hold

Note:    This Variation can be converted to American Style by changing the 
 timing to ‘QQS’, and ‘Q&QS’ on the Syncopated Cuban Rocks.
 

by Miriam Ellis
Examiner ISTD
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Many of you probably don’t realize that teachers can purchase one of the above syl-
labi from the on-line store. It certainly makes teaching and/or competing the dances 
a lot easier. It is also possible to take the professional exams in the above dances. For 
more information you can contact the Examinations director, Mandy Ball.

Daphne Cunliffe
Licentiate ISTD

I started using the ISTD Argentine Tango 
syllabus about 5 years ago. A few students asked me 
if I could teach them the Argentine Tango, which I 
didn’t know, (although they were not privy to that 
information) and I said yes. I learned long ago never 
to throw students away. I’ve always  considered it my 
responsibility, as a teacher, to learn whatever dance 
my students want me to teach them. I’d rather keep 

them than send them away to another teacher or studio.
I knew the ISTD had a syllabus, so I told them to give me a couple weeks 

to finish up what they were working on and I studied the syllabus. I also 
watched several Tango movies get a feel for the dance visually. The syllabus is 
written nicely for those who have studied and taken other ISTD exams.  There 
is a very comprehensive explanation in the beginning that discusses the hold, 
dance position, and footwork. The dance is presented in a very logical way.

Using the Argentine Tango
Syllabus
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There are several problems with teaching the Argentine Tango.  First, it’s 
perceived, rightly so, to be a very sensual dance with close embrace, hugging 
the partner, forehead to forehead.  Before this can be achieved, however, you 
have to teach the student how to dance. This takes time and cannot be rushed.  
The basics need to come first, not the fluff and the fancy stuff. I never would 
consider teaching beginners this dance: it’s a daunting task. Second, the dance 
should have a strong, powerful movement; this comes from being able to hold 
a nice frame, leg action, and posture. This should never be compromised. 
Third, it should, ideally, be taught with lead and follow, not in some routine. 
That kills the whole purpose of the dance – the playfulness, the expression of 
timing. It’s all about lead and follow and the dominating role of the leader.

This dance can actually help students with their other dances, especially 
if they are working on American or International Tango. Posture, leg action, 
foot placement, phrasing (listening to the music and interpreting it), are all 
important technical issues that are similar.  The most important technical 
issue, however, is balance.  No step can be taken without great care, thereby 
ensuring perfect balance.  I have a big problem when the goal of either the 
student or the teacher is to be fancy and do complicated movement so they 
can impress someone.  Good dancing is about the fundamentals of movement; 
balance, footwork, posture, partnering, and timing.  It doesn’t have to be fussy 
and fancy to look and feel good. The ISTD syllabus provides a comprehensive 
foundation for any teacher who wants to investigate and learn the Argentine 
Tango.

Do you have photos from medal tests, 
examinations or competitions 

that have taken place at your studio?

Send them to TOPLINE 
for publication!

Send photos to Daphne Cunliffe, Editor
11 Washington Valley Rd., Morristown, NJ 07960 or

email electronic files to
Daphne.Cunliffe@gmail.com
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U.S.I.S.T.D 

Take your exam with the same Examiners that examine your teachers and judge competitions 

Receive an evaluation of your dancing based on the ISTDʼs 
standards for your level, style, and age group. 

65% and above   Pass 
75% and above   Commended 
85% and above   Honors 
and Comments as time permits 

Dance with your teacher 
or your Amateur Partner 

When you train for a Medal Test, you will gain a better understanding of the root figures and a great 
foundation to build upon, whether your goals are to compete or to be a better social dancer.

Ask your teacher how medal tests can help improve your dancing 

Having a goal, such as a Medal Test, is a great way to improve your dancing.

“...We lead; the rest of the world follows” 

Amanda Ball 
USISTD Examinations Director 

7805 Albania Avenue 
Orlando, FL. 32810 

Cell: 407-902-9995 mandy@livinglinestudios.com

Or Visit our website at www.usistd.org 
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Smooth Dance Camps with Miriam Ellis

The candidates are practicing solo theory presentations together.

Lance Halverson, Eric and Deborah Gillitzer, Michael Dean, examiner Miriam
Ellis, Gabri LeFevre, Jeanne Beegle, Tanya Tsybenko, Darlene Bienias, Mandy Ball, 
Jim Hardesty, .



17

Medal Tests with Esther Don

Waiting for exams to get started, 
Brian Hendrickson, Dean and Leandra 
Carter, Cathyrn and Dick Slovarp.

Mandy Ball and Brian Hendrickson (above).

Cathryn Slovarp and Jim Hardesty (right).

Jim Hardesty and Leandra Carter
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Gaining Degrees in Dance 
Education
by Phillip Stephens
Fellow and Examiner ISTD
L.V.W., L.T.A., F.A.R., F.A.B., F.L.A., F.B.B.

Taking dance examinations is a daunting process.  For dance educators 
though, attaining recognized teaching degrees through a bona fide certification 
examination is a very important aspect of a professional’s career.  In addition 
to lending credence to what you say, those degrees also provide you with 
judging credentials that can be registered with the National Dance Council of 
America (NDCA) and other organizations such as the International DanceSport 
Federation (IDSF), the International Dance Organization (IDO) and the World 
Dance Council (WDC). 

The Imperial Society of Teachers of Dancing (ISTD) is considered the 
world’s leading dance examinations board; degrees attained through the ISTD 
examinations process are recognized around the world.  Dance Educators who 
hold ISTD degrees are respected for their dance knowledge, their dedication 
to self-improvement and their diligence in achieving and maintaining high 
standards in dance proficiency.  The USISTD is proud to be an autonomous 
sector of the ISTD and constantly strives to ensure that the high standards set 
by the ISTD are maintained. 

Prior to taking an ISTD Degree Certification Examination, study, practice 
and lessons under the guidance of an experienced trainer dominate a 
candidate’s life for months.  Naturally, after all that work, every candidate 
wants to get the best score possible on the exam.  Just as naturally, most 
candidates would like to take the examination from someone they know and 
with whom they feel comfortable. 

But is that the best choice?
I think not. My view is that you should take each examination from a 

different Examiner to give you the widest possible range of evaluations of 
your dance knowledge, teaching ability and dance proficiency.  By repeatedly 
taking  examinations from the same one or two Examiners, you may receive the 
same “great” (Highly Commended), “average” (Commended) or “mediocre” 
(Pass) but from a very limited perspective.  That’s because the evaluation 
of your teaching methods, technical knowledge and proficiency in dance is 
limited to the opinion of just one or two people.  

Several judges are used in dance competitions to provide a wider range 
of evaluations and the majority opinion is used to place each couple.  As the 
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importance of a competition goes up, the titles associated with it gain in “star 
power”.  That’s why more judges are used in events with higher ranking titles.  
This assures the couples on the floor of receiving a fair and accurate evaluation 
of their performance because they are subjected to a wider range of opinions. 

At this point, you may be wondering how the previous paragraph is 
related to taking examinations in dance.  Consider this:  Multiple judges are 
used in competitions to give a wider consensus of each couple’s performance 
to provide a fair and accurate final result.  Only one Examiner is used for 
each ISTD exam other than Fellowships where two Examiners are required, 
so the only way to get a truly fair and accurate evaluation of your dance 
ability, teaching methods, proficiency on the dance floor and your technical 
knowledge is to take each examination from a different Examiner.  This will 
provide you with feedback from a much wider perspective than if you always 
take your examinations from the same one or two Examiners.

We all want to optimize our chances for success, be it in business, 
competitions or when taking tests.  We tend to establish comfort zones that 
minimize our risk of embarrassment, failure or self-disappointment.  In dance, 
we generally do have a favorite coach/teacher/mentor, and it is understandable 
that we might feel a special rapport with a particular Examiner.  But using 
the same Examiner for all your tests until the rules dictate that you have two 
Examiners for Fellowship exams does you a disservice in that it provides an 
opinion of your dance expertise from the limited perspective of only one or 
two people.  

I’ve taken a total of 15 Degree Certification Examinations plus one very 
rigorous ISTD Examiner’s Assessment.  The Assessment and seven of the 
other examinations were taken with the ISTD.  Including the Assessment, 
only two of those 16 evaluations were with the same Examiner, and that was 
because two of the exams were taken on the same day.  

On my very first ISTD Latin Associate exam, I received lower scores than 
desired because it was much harder than expected. After that, and on all other 
exams I’ve taken, my scores have always been in the Highly Commended 
range.  I knew none of the Examiners prior to going into the Examination 
room and am proud of the fact that my presentations of dance ability, teaching 
methods and technical knowledge were all deemed worthy of high scores 
from so many different Examiners.  From the personal experience gained 
through this process, I know that my teaching methods, technical knowledge 
and dance skills have been evaluated by a wide enough range of experts that 
my own credentials are unquestionable.   

I urge all examination candidates to step outside of their comfort zone and 
to challenge themselves by meeting the standards of the Society with as many 
different Examiners as possible.  This will give you a sense of achievement 
that cannot be equaled, and credentials that you know are rock-solid and well 
respected throughout the dance profession.
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Understanding the Student’s 
Learning Style for More 
Effective Teaching

In my teaching experience I have found it interesting to observe the 
differences in how people learn.  The art of imparting one’s knowledge of 
dance to another is a fascinating area to explore.  It leads to the question of 
how students can best learn.  In my view there are several important facets 
to evaluate from the teacher’s perspective.  First is the syllabus, which gives 
the necessary details and breakdown of the various figures.  This is especially 
appealing to me as both an engineer and dance professional, as it provides a 
practical baseline.  It is an essential building block, which forms the foundation 
for teaching the fundamental elements of each figure.  While I feel strongly 
about using a syllabus-based approach I have also discovered the importance 
of combining this with a student-centered approach.  This involves making a 
concerted effort to ‘zero in’ on the student’s learning style with a willingness 
to dynamically adjust the instructional method accordingly.  The goal is to 
facilitate and expand the student’s learning experience.  

One of the most fundamental questions to consider is whether students 
are trying to memorize or mimic the figures or attempting to visualize them.  
The American Style Syllabus states,”If the following general principles are 
thoroughly understood it will not be necessary to memorize the charts”.  
Actually, I have discovered that visualizing the figures as though the 
movements were being played on an internal movie screen proved to be an 
important part of my own learning experience.  In this manner one can more 
easily develop a true understanding of the details of each figure.  Accordingly, 
there is great value in teaching in a manner that best encourages the student’s 
own ability to use visualization.  Most would agree that this is a very valuable 
means for developing a more comprehensive understanding of the various 
aspects of a dance figure.  

Howard Gardner, an American developmental psychologist, is best known 
for his theory of ‘Multiple Intelligences’.  He defined eight different categories 
of intelligence and asserts that they are distributed in various proportions that 
are unique to an individual.  Several of them can be directly correlated to one’s 
ability to learn the art of dancing.  In a more generalized sense the various 
intelligences are skill sets with great value that may have actually evolved in 
humans to serve as tools for survival.  I would like to briefly touch on three of 
these categories, i.e., Musical, Spatial and Body Kinesthetic and discuss their 
relevance to various learning styles.  

Richard Fiore
Associate USISTD
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Musical Intelligence is the ability to discern rhythmic patterns and tonal 
qualities of music.  Individuals that are strong in this skill are more likely to 
be able to directly translate musical rhythmic patterns into body movements.  
Conversely, individuals that are not readily able to distinguish the rhythm 
will generally not be able to dance in proper relationship to its timing.  I have 
noticed that new students, especially in group classes, experience a higher 
level of frustration when first learning a dance with syncopated rhythm such 
as cha cha or swing.  In contrast many of the same students are notably more 
comfortable learning waltz with its steady, predictable and flowing rhythm.  
I have also noticed that those that play a musical instrument generally excel 
in this area and are more able to integrate rhythm into their dancing within a 
shorter amount of time.  Others may not be able to recognize accented beats 
and may struggle to relate to the rhythm at first.  There is a wide range of 
individuals that fall somewhere in the middle regarding this skill.  

Another is Spatial Intelligence, which is the ability to visually perceive 
one’s environment accurately.  It is the individual’s internal spatial view of 
the external world.  Students with good spatial intelligence have a greater 
likelihood of being able to retain a demonstrated dance figure in the ‘mind’s 
eye’.  They are generally able to accurately utilize movement within a given 
three-dimensional space.  Spatial intelligence also plays a role in helping one 
to determine a dynamic sense of step width and room alignment appropriate 
to the movements being danced.  It is more of a visualized sense of space that 
defines one’s capacity to maneuver on the dance floor.  For example, when 
dancing waltz near a corner, or close to a wall, the spatial skill set will help 
dancers to navigate within these tight spaces while maintaining the integrity 
of the movements.  This is also useful in floor craft where it becomes necessary 
to dance through the space while avoiding collisions with other dancers or 
obstacles on the dance floor.  

Body Kinesthetic Intelligence relates to one’s ability to coordinate and 
accurately control bodily movements.  When dance figures are practiced with 
repetition, the body’s muscle memory retains the essence of the movement 
until it becomes automatic.  Those individuals with a high degree of this skill 
are more able to quickly and efficiently code movement information into the 
body.  It is this skill that gives dancers an elegant appearance with more precise 
and controlled body movements.  

I believe that it is important to depart from the concept of a fixed teaching 
style and to look for what really works for each student.  There is enormous 
value in being keenly aware of the student’s learning modalities while 
implementing new teaching strategies.  Developing greater latitude in teaching 
style will improve students’ chances of reaching their full dance potential.  This 
works especially well if carried out in the context of a non-threatening and 
supportive class environment.  Students that feel disconnected can easily get 
discouraged and are more likely to drop out.  Teachers can assist their students 
by being insightful, sensitive, patient and flexible in their teaching style.  This 
ensures that the highest quality of both teaching and learning experiences are 
realized.  
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USISTD welcomes another new mem-
ber. Anna Akarman (Associate Ball-
room) with her trainer (Fellow) Peter 
Kadel and (Examiner) Lori Woods-Gay. 
Anna lives in Ocean City, NJ and plans 
on continuing her studies, teaching and 
doing many more ISTD exams.

The Dancing with Friends Studio has  had great success with our Peabody pro-
gram. We strongly believe that this great dance has been lost to dance studios for 
many years. We initially was not going to introduce this dance, but the great music 
and easy, but fun patterns make this dance a must do with your students. Every 
time we play a song at our dance parties, you just can’t help but smile... it is such 
a joyous dance! We hope every studio that supports the USISTD considers intro-
ducing this fun dance into their curriculum. What fun! This picture is from our 
Peabody 2 class.

Michael Choi 
passed his Latin 
Fellowship Exam  

at recent exam 
session hosted by 
Lori Woods Gay.

New member Ross Toporski, Peter Billett, Miriam Ellis, Lori 
Woods-Gay, and new member Brian Wells.

Recent exam session hosted by Lori Woods Gay in New Jersey

Dancing With Friends Studio
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Positive Psychology in the
Teaching of Dance

by Joshua Belverio
Associate ISTD

As dance instructors, judges, examiners, etc, we are 
trained to pick out what is wrong with the “picture” that 
is being created through the dance. We spend hour af-
ter hour, lesson after lesson telling our students what is 

wrong with their dancing, but how often do we tell them 
what is right? Scientifically based psychological research has shown that the 
fastest, most efficient way to teach anything is through the use of positive 
techniques such as verbal praise or appropriate physical stimulation (a pat 
on the back, a high five, or a hug). But how do we use these techniques? And 
where could we possibly find a use for “positive psychology” on our dance 
lessons? In order to find these moments we need to change the viewpoint 
through which we see our students dancing; instead of always looking for 
what is wrong, take some time to look for what is right. As teachers we some-
times become jaded and start to overlook the many successes of our students 
only to focus on the failures. By focusing on the positive and giving our stu-
dents praise for it, we not only work to build the confidence and self esteem of 
the student, but we also give ourselves a chance to reflect on the many things 
that we have taught carefully enough that the student was able to comprehend 
and apply. By doing this we make the teaching process more rewarding for 
both the student and the teacher and build trust within the student-teacher re-
lationship. This is not to say that there isn’t a time and a place for pointing out 
the negative, however, a student will be much more receptive and confident in 
their own abilities if we are constantly reminding them of the many triumphs 
that they have had along the way as well as what they need to improve. 

Setting achievable goals is also very important for the health of a student’s 
self esteem. By the word “achievable” I mean a goal that can be met realistical-
ly by the student within a reasonable time frame. This may be different based 
on the student’s personality. For some students the academic quality of check 
outs and medal tests provide the goal, whereas in other, more competitive stu-
dents, competition may be the goal that they set for themselves. As the teach-
ers we have the responsibility of helping our students form and achieve these 
goals so it is important to put thought into what goals we deem appropriate 
for our students. Students are individuals and need to be treated as such; there 
is no one way to do anything. So give it a try! Tell your students how well their 
rise and fall is developing, or how beautiful their toe-heel action makes their 
leg line. Keep dancing positive, fun, and challenging and your students will 
reward you, both with their progression in the sport, but also through their 
loyalty to you, their teacher.
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When we begin our dance careers 
in our teens or 20s we experience a 
love affair with the business and an 
addiction to dancing.  We dance, 
teach, and compete as though this 

romance will never end, but, 
of course, it does. I fear that age and the abuse our 
bodies take over the years catches up with all dancers 
eventually, some sooner, and some later.

This year I suffered a fairly serious stress fracture 
to my left foot, abruptly ending an intense schedule of teaching and pro-am 
competition.  Though this injury will heal eventually, I began to wonder about 
the next possible injury, and the gradual effects of age on my ability to earn a 
living as I have for some 30 years.  How does a dancer stay relevant as the years 
progress?  How do we reinvent ourselves professionally, changing the focus 
from our bodies to our minds?  What steps should we take early in our careers 
to insure longevity in a business which values youth, beauty, athleticism?

Some dance professionals manage successfully to adapt to a changing 
business, and to adapt their business to a changing body.  I sought to understand 
the qualities which produce longevity in our business by interviewing several 
professionals who in their later years, still command our respect and still make 
their living in our industry.  

My first interview was with Beverly Donahue, coach to champion dancers, 
adjudicator, invigilator, and long time USISTD fellow.  Ms. Donahue was a 
pioneer of International style dancing in the US.  She partnered Vernon Brock, 
Sam Sodano and Al Franz. Many will remember Beverly as the first woman to 
wear the “Ginger Rogers” style ball gown at USBC in 1978.

I asked Beverly to trace the stages of her successful career. 
She began working for an Arthur Murray Studio in Boston, fresh out of 

high school.  While she had been an avid jazz, ballet and tap dancer all her life, 
ballroom dancing had never been a consideration.  Applying to Arthur Murray 
had begun as a ploy to satisfy her mother’s urgings to “get a job” but ballroom 
soon became her passion.  Beginning, as we all do, as a bronze level social dance 
teacher, Beverly proved herself to be talented and hard working and when the 
opportunity came along to partner Vernon Brock in Chicago, she was there!  She 
competed for 10 years between 1970 - 1980 and won numerous titles during that 
time.  She was US Latin Champion with Vernon Brock; North American Latin 
Champ with Vernon Brock, Sam Sardono and Al Franz; North American Ten 
Dance Champion with Al Franz, and Blackpool Latin Finalist and Third in the 
Worlds Pro Latin with Vernon Brock.  

Having won her titles during the 70’s, and having completed all of her 
USISTD exams, Beverly was eager to settle down and reap some of the benefits 

by
Chris Thompson
Associate ISTD

Legends of Dance
featuring Beverly Donahue

Continued on page 26
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Photos Clockwise from top left: Beverly with Al 
Franz in Atlantic City, 1970; Beverly with Sam 
Sodano, 1974; Beverly with Vernon Brock at 
World Pro Latin competition at Madison Square 
Garden; Beverly with Al Franz.
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Continued from page 24
Beverly Donahue

of her work.  Establishing a home base in the DC area, she was able to buy 
a condo.  Seldom home, however, she was on the road 42 weekends a year 
between 1980 and 1997, coaching and judging, teaching the top competing pros 
in the country and influencing the dance trends for the next two decades.

That amount of travel was exhausting after so many years.  Beverly wanted 
to settle down to a home studio, which she found through her good friend, 
Nick Short.  It was time to cultivate regular students in the DC area, travelling 
only occasionally.  She organized local dance events such as the popular “Black 
and White Ball”with Nick Short.  As Dance Director at her home studio, she 
taught many of DC’s young professional dancers, and both pro and amateur 
competitors. 

Today, Bev continues to coach, judge and invigilate, preferring to stay close 
to home whenever possible.  She continues to train staff at local studios. “I’m 
really enjoying this stage of my career,” remarks Beverly.  “In your 20’s you 
constantly have to prove yourself, working for a title, credibility, often doubting 
yourself. So many years of experience gives you a secure knowledge of the craft, 
and the confidence to speak with conviction”.   

Beverly redefined herself as a dance professional over the decades.  She 
seems to have flowed seamlessly from competitor, to travelling coach, to 
coach, judge, trainer, and mentor.  To “love, learn, and leave a legacy” seems 
to sum up Beverly’s career so far.  She “loved” the dancing and competing 
during her 20s.  She learned every aspect of her craft, including taking all of her 
professional exams, and she “leaves a legacy” through her years of influencing 
young competitors, training scores of young teachers, judging and sponsoring 
scholarship events at competitions.

I asked Beverly what advice she had for young dance professionals to help 
them insure a long, successful career.  Her advice was to, “enjoy the process….
Learn everything about your craft …And to remember that knowledge is power.  Take all 
your exams.  The process will transform your teaching and open doors.... never to turn 
down an opportunity to learn…. Learn all aspects of the dance business…. Actively 
work on your personal skills, run parties, do pro am competitions, do showcases, 
compete, if you like. The dancer will someday be the teacher; the teacher the judge; the 
judge the business person. Longevity in this industry means keeping an open mind to 
the possibilities.  By learning all aspects of the industry early on, you may discover a new 
talent and a new passion.”

Lastly, Beverly advises professionalism in all things.  “Treat your students 
with respect.  They are trusting you with their heart, their ego, and their passion.  Be 
on time, teach full lessons, keeping an eye towards encouragement and motivation.  
Likewise.... treat your professional peers with integrity.  They are your allies; not your 
enemies…. We work best when we work together.”

It was a pleasure getting to know Beverly Donahue, and hearing her 
secrets to a long and successful career in the ballroom dance industry.  I hope to 
interview other “legends” in our industry.  Any volunteers?
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Peter Billett
Examiner & Fellow 

ISTD

What Happens
Between the Steps

This magazine is for teachers who already know the 
technique. One can learn technique just as learning a poem. 
Knowledge of what happens between the steps may make 
you a better dancer and perhaps a better teacher.

For purposes, we will use the first three steps of the 
Natural Turn in Waltz.

Let’s get started: as Man, face between LOD and DW, 
then dance the ‘Wheelbarrow Step’ (prep step).  What is that 
you may ask?  It is used to get your body from zero into 

motion.  Stand with your feet slightly apart, (about hip width) 
weight on RF. Rock onto LF, replace to RF then step forward 
LF (a very small step), say-Rock Rock Step. This will take a 

full measure so that you will be stepping forward on beat 3.  I would prefer you think 
of ‘falling’ onto the third step. As your weight arrives over the third step, you now in 
motion, you now have to soften the left knee to lower as the right foot is now passing. 
Whilst this is occurring, allow the body to rotate slightly to the left (windup). Allow the 
left knee to follow through as the RF is now passing under the body extending the leg 
which will straighten on impact then immediately flex as weight is taken on. As this is 
occurring, the body has rotated to the right (CBM); this should be a natural occurrence. 
This slight rotation also moves the Lady out of the Man’s line to enable to make room 
for the Man to move through.  Check at this stage that everything is in line (hips, feet, 
shoulders). You are now facing DW.  Just think, we’ve hardly got started!

Now, go back and do this again, and again. 
As you take your weight onto the right foot check to make sure the left foot has 

drawn level; remember a step is not complete until the back foot draws level.
Repeat from the beginning this time as you are taking your weight onto the RF, 

swing your LF through and past your RF this is now step 2. Allow the right knee to 
follow through carrying your body onto step 2, as the LF is in contact with floor make 
sure it is “Sturning” ( that means step and turn occurs at the same time)*. Make sure at 
this stage you do not get ‘trapped’ between the steps by equalizing the weight between 
step 1 and 2. 

As you transfer your weight to the LF, your RF is already closing, don’t forget, if 
you want continuous motion, you have to keep your feet continuously moving.

Now your RF  is closing to the LF. Increase the pressure with the RF. (Don’t dig 
trenches to hopefully get a perfect close.) Change weight at the peak of the rise so 
imperceptibly. As the change occurs, the LF is already commencing to move back, 
(don’t stop there for a coffee break). Remember, there are never two ships in port at 
the same time. Simply speaking, never stop with your feet together, even for a fraction 
of a second. Remember continuous motion demands continuously moving feet. This 
is why the Waltz is the most difficult of the four standard dances. We need to continue 
this at a future date, I’ve said too much already. See you next time….

*The pivotal  Step of all turns is step 2 (this may need more discussion). Don’t fall into the 
trap of turning your left toe in  on step 2 (thinking you’re assisting the turn), you’ll find it does 
not turn any further creating an imbalance. You then of course compensate catching yourself in 
other ungainly ways thinking this is the way it is. Remember, feet are hip trackers: “wherever 
the hips go, so goeth the feet.” Everything is subservient to the Swing (Body Flight). We deal 
with this next time.
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Forthcoming	  EMOD	  Symposiums	  
And	  Exam	  Venues	  

  
May  7th  &  8th  
San  Diego  

Infinity	  Dancesport	  Center	  
Contact  Yolanda  Vargas  

619-‐851-‐4801  
858-‐292-‐1300  

  
July  23rd  &  24th  
Alexandria,  VA  

Regan	  Dance	  Center	  
Contact  Frank  Regan  

703-‐623-‐4229  
703-‐354-‐6000  

  
Upgrade  your  qualification!  

Become  a  professional  trainer  in  multiple  styles  
  

Dean  of  the  Faculty:  Award-‐winning  Maestro  
choreographer,  Frank  Regan  
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Frank Regan 
Fellow & Examiner 

ISTD

Performance vs. 
Representation

Questions that I find myself being asked by teachers 
from all over the country are:

How accurate is the technique book?  Is this the way I am 
supposed to dance?

I would like to become a qualified teacher.  If I take my exam, 
am I supposed to dance exactly the way it is written in the 
book?

I am an amateur competitor.  I have studied the technique book, but I feel it stops me 
from dancing my best.  How can I come to terms with this?  

I am a student who wishes to get a more detailed grasp of my dancing.  Should I study 
the technique book or try to learn from videos?

In answer to all of the above questions:  Let us first of all realize that 
the technique book is not about the experience of dancing, it is completely 
conceptual.  It is a representation of something (dance).  A representation of 
something is not the same as the thing itself.  When you sit down to dinner 
in a restaurant you do not eat the menu.  The menu is a representation of the 
meal.  It is not the MEAL!  Similarly, the technique book is a representation 
of the structure of dance.  It provides a way of speaking and listening that 
permits qualified teachers to communicate with each other thru a shared set 
of distinctions.  The language of ballroom dance, though not nearly as detailed 
as that of ballet, is nevertheless an empowering ingredient in facilitating the 
learning process.  Without the technique book, one would be without labels, 
without structure, and without credibility.  On the other hand, it is perfectly 
clear that one can in no way learn to dance from a technique book.  Nor, for 
that matter, can a candidate for a dance degree prepare for an exam strictly 
thru studying the book.  The “Book,” in fact, has value when it is interpreted 
by an expert in this particular field.  The process of interpretation becomes 
indispensible to a satisfactory conclusion particularly with regard to the 
application of the technique within the context of present day performance 
as opposed to how the technique for Standard Ballroom dancing was applied 
at the time the book was written.  The increase in the lateral disposition of 
the relative dance position in Standard Ballroom, for example, has resulted 
in many factors at both cause and effect that at first sight appear to create 

Continued on page 30
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a literal discrepancy between how things may be stated and how they are 
actually done.  This is neither good nor bad.  It is a natural outgrowth of the 
evolutionary process.  It can, in fact, be seen as a positive rather than a negative 
factor in that it promotes further thought, exploration, and study that can lead 
to a more profound understanding of the subject.  It would be inappropriate 
and impractical to list all the differences (on this page) between factors in 
“today’s” dancing that are at variance with those of yesteryear.  Some of the 
more obvious distinctions show up in the preference for movements that 
commence from an outside partner position and movements of the man that 
require his stepping in line with partner with his right foot.  In this case, a 
much later application of CBM is present as compared to the original intention.  
Today’s relative dance position (standard) is considered by many to allow a 
greater sense of freedom.  The physics of movement in this context provide 
a more pronounced “moment around the fulcrum (physics term)” thereby 
creating ease as opposed to “dis-ease” in rotary dynamics such as natural 
pivots, etc.  The list goes on!

Does all of this mean that the book is wrong?  Response: The answer 
is no.  The question is wrong. The book is a simple way of conceptualizing 
patterns mainly within a two dimensional medium.  It provides a platform 
from which to build on.  But, it requires architecture, not pitching a tent.  The 
manner in which a beginner dances a bronze medal pattern should certainly 
look different from that of a gold medal student dancing the same pattern.  
The book does not literally provide for different degrees of execution, i.e. 
mediocrity versus excellence, but when placed in the hands of an expert may 
be utilized as an example of concept versus experience or representation 
versus performance.  Only the expert can interpret the book in an empowering 
way.  This is not a job for the amateur.  The uninformed mind sees the cake 
without any icing on it as being the end product.  The informed professional is 
aware of just the right amount of icing to put on the cake, but without the cake, 
the icing would be meaningless.  In dealing with a video as opposed to a book, 
one must acknowledge that although more effective as a learning tool, it is 
subject to the idiosyncrasies of illusion and could, in the hands of a neophyte, 
be misinterpreted.  What does all this mean?  It means: “If you need a filling, 
go to the dentist!”  If you need surgery, do not try to operate on yourself.  Go to 
a doctor!  A qualified professional will supply the appropriate approach.  The 
“do-it-yourself” philosophy will cause you to end up eating the menu instead 
of the meal.

Frank Regan has well over 50 years of experience in training teachers for their dance degrees in 
various styles of dance both in stage and ballroom.  His expertise in communication is utilized frequently in 
teachers, dancers, actors workshops.

This article appears , courtesy of Frank Reagan’s agent and may not be reproduced or edited without 
written permission of the author 
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We are off to a good start in 2011 with a busier 
exam schedule than we have had in the past 2 years. 
Hopefully it will be a continuing trend that indicates 
some return to more profitable times in our studios. 
In my own business, the medal classes have been 
my strongest classes through this economic climate. 
I hope you will have similar results and that medal 
classes will help your business to continue to grow.

There have been major changes in the Theater 
Arts professional theory exams since the introduction of Frank Regan’s 
Eclectic Methodology of Dance, Introduction to Theater Arts manual (EMOD). 
The new exams are more thorough and are designed as qualifying exams 
for teaching as well as judging. If you are considering taking a Theater Arts 
theory exam, you will need the EMOD manual, which can be ordered from 
our website. There is also an accompanying DVD available. Qualified trainers 
for this new exam are listed below in the trainers list. To be listed as a trainer, 
you must hold a Licentiate degree or higher in the branch in which you wish 
to train candidates. For the Theater Arts branch it will need to be a Licentiate 
degree from the new exams, using the EMOD manual. 

If you would like more information about any of this, 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 examination system is set up to 
help maintain our high standards for teachers in the dance industry and to 
help promote good dancing and your dance business. 

Completed Exam Sessions:
•October 16th, 2010: Yolanda Vargas hosted 6 professional exams, welcoming 
2 new members, in San Diego, CA.
•December 18th, 2010: Ellen Tittler hosted 10 medal tests in NY, NY.
•January 15th - 16th, 2011: Lori Gay hosted 4 professional exams in Skillman, 
NJ.
•February 4th - 5th, 2011: Mandy Ball hosted 2 professional exams and 7 medal 
tests in Orlando FL.
•February 5th - 6th, 2011: Yolanda Vargas hosted 12 medal tests in San Diego, 
CA.
•February 11th, 2011: Frank Regan hosted professional exams and medal tests 
in Alexandria, VA.  
•February 12th – 13th, 2011: Chris Thompson hosted 1 professional exam and 
48 medal tests in Arlington, VA.

Examinations
by Amanda Ball
Licenciate ISTD

Continued on page 32
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Upcoming Exam Sessions:
April 8th-9th, 2011: Susie Buck will be hosting exams in Raleigh and New Bern, 
NC. Two Examiners will be available for International and American Style 
Fellowship exams.

April 25th – 26th, 2011: Mandy Ball will be hosting exams in Orlando FL. Two 
Examiners could be available for American Style Fellowship exams.
      

Please contact the exam director at exams@usistd.org or 407-902-9995 if 
you would like to post your upcoming exam or exam training information 
on our website, or if you would like to schedule an exam during one of these 
exam sessions. You must be a current member, in good standing, in order to 
post your information. Please check us out regularly at www.usistd.org for 
updated schedules. 

Please contact the exam director at exams@usistd.org or 407-902-9995 if 
you would like any more information, or with any suggestions for making 
your exam experience more rewarding.

Candidate’s Name Exam Level Type  
Rostislav Toporski, Pennsylvania Associate American Ballroom 
Brian Wells, Delaware Associate American Ballroom 
Deborah Gillitzer, Wisconsin Licentiate American Ballroom
Eric Gillitzer, Wisconsin Licentiate American Ballroom 
Jeanne Beegle, New Jersey Licentiate American Ballroom 
Brian Wells, Delaware Associate American Rhythm  
Jose Decamps, New York Licentiate American Rhythm  
Joanna Zacharewicz, New York Licentiate American Rhythm  
Pansy Chow, California Associate Theater Arts  
Trevor Luff, California Associate Theater Arts  
Victoria Moon, California Associate Theater Arts  
Kurt Popp, California Associate Theater Arts 
Ruby Karen Buted-Cecchini, Licentiate Theater Arts  
 California  
Yolanda Vargas, California Licentiate Theater Arts  
Anna Akarman, New Jersey Associate International Ballroom 
Anna Akarman, New Jersey Licentiate International Ballroom 
Svetlana Iskhakov, Ohio Licentiate International Ballroom 
*Mary Lou Kyriacou, Texas Student Teacher International Latin 
Thomas (Joe) Green, Indiana Licentiate International Latin 
Svetlana Iskhakov, Ohio Licentiate International Latin  
Michael Choi, New York Fellow International Latin 
     
*Our sincere apologies for incorrectly listing Mary Lou Kyriacou’s International 
Latin exam as International Ballroom exam last issue.     

Congratulations to:
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Trainers
Trainers  Certifications    
L: Licentiate  IB IL AB AR  
F: Fellow       
IB: International Ballroom       
IL: International Latin       
AB: American Ballroom       
AR: American Rhythm       
TA: Theater Arts      
 
Mandy Ball, Orlando, FL F IB  L AB L AR
407 902 9995, mandy@livinglinestudios.com       
 
Vito Bertucci, Chicago, IL F IB F IL L AB L AR   
773-277-4398, vitofromchicago@comcast.net       
   
Peter Billett, Webster, NY F IB F IL F AB F AR   
585-787-2603, pbillett@hotmail.com       
   
Amy Block-Hamilton, West Orange, NJ L IB      
973-736-6532, amy.hamilton@verizon.net       
   
Jennifer Booth, Denver, CO L IB L IL L AB L AR   
720-989-3430, Jaboothco1@gmail.com       
   
Mary Botta, Crofton, MD L IB      
443-934-6696, mary.botta@yahoo.com       
 
Susie Buck, Raleigh, NC L IB L IL L AB L AR   
585-503-7087, susiebballroom@gmail.com      
 

Daniel Calloway, Bethesda, MD F IB F IL F AB F AR   
410-924-2441, daniel.calloway@gmail.com      
 

Michael Choi, Rego Park, NY F IB F IL     
917-304-3139, moyyat@hotmail.com       
   
Wayne Crowder, Eden, NC F IB L IL L AB L AR   
mrcrowder@earthlink.net       
   
Daphne Cunliffe, Morristown, NJ F IB L IL L AB L AR   
973-543-2802, daphne.cunliffe@gmail.com       
   
William Davies, New York, NY F IB L IL L AB L AR   
917-513-5990, bdbdinc@verizon.net       
   
Esther Don, Port Saint Lucie, FL F IB L IL F AB F AR   
772-468-2900, esther.don@usa.net       
   
Beverly Donahue, Gaithersburg, MD F IB L IL  L AB L AR   
301-926-9591, bevdonahue@msn.com       Continued on page 34
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Gunar Ejups, Charlotte, NC  L IL    
704-366-4651, gejups@bellsouth.net       
 
Miriam Ellis, Leesburg, FL F IB F IL F AB F AR   
352-314-3979, miriam_ellis@comcast.net       
 
Stepanie Falciano, Greenvale, NY L IB  L AB L AR
516-996-3554, sfalciano@hotmail.com       
   
Deborah Gillitzer, Madison, WI   L AB    
608-277-7515, info@danceonair.net       
   
Eric Gillitzer, Madison, WI   L AB    
608-277-7515, info@danceonair.net       
   
Ian Gillett, Alexandria, VA F IB L IL     
703-922-0727, iankgillett@hotmail.com       
   
Thomas Joe Green, Carmel, IN F IB L IL     
317-514-4395, joegreendance@msn.com       
 
Judi Hatton, Smyrna, CA F IB F IL F AB F AR   
770-333-0078, JHdance@aol.com       
 
Peter Kadel, Lansdown, PA F IB      
 
Mariusz Kotowski, Austin, TX F IB F IL L AB L AR   
917-952-6341, markkotowski@yahoo.com      
 

Sherry Novak, Rosemead, CA F IB F IL  F AB F AR   
626-573-8637, novaksherry@yahoo.com       
   
Connie Paley, Lawley, TX L IB L IL     
512-845-3776, conniepaley@yahoo.com       
   
Patricia Panebianco, S. Farmingdale, NY L IB  L AB L AR 
516-909-1686, peadance@optonline.net       
   
John Pattillo, Timonium, MD F IB L IL L AB L AR   
410-828-6116, jplakefoot@aol.com       
   
Victoria Regan, Tampa, FL L IB L IL L AB L AR 
813-892-6374, VRegan3033@aol.com       
   
Frank Regan, Alexandria, VA F IB F IL  F AB F AR 
703-823-2623, choreographer@comcast.net      
 
Joseph Rukendorfer, Memphis, TN F IB F IL     
901-264-9306, jrukendorfer@bellsouth.net       
       
Cher Rutherford, Navarre Beach, FL F IB F IL F AB F AR 
850-939-2379, cher1dance@aol.com       
   

Continued on page 35
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Inez Sahlin, Franconia, NH L IB L IL     
603-823-9962, issahlin@msn.com       
 
Sharon Savoy, San Juan Capistrano,  CA   L AB L AR 
703-402-0559, sharonsavoy@aol.com       
 
Cassandra Schneider, Margate, FL     
954-601-1775, www.dance-america.com       
   
Martin Smith, Bedford Hills, NY L IB L IL     
914-714-8101, DANCEWIZ70@aol.com       
   
Phillip Stephens, Houston, TX F IB F IL F AB F AR   
713-923-4404, PhilTex44@aol.com       
     
Christopher Thompson, Arlington, VA L IB      
908-399-4568, cthomp57@yahoo.com       
 
Michell Wan-Stone, Monterey, CA F IB F IL L AB L AR   
831-648-8725, Stoneybird@aol.com       
   
Peter Waterson, Tampa, FL F IB F IL L AB L AR   
813-253-5483, comedancing2002@yahoo.com       
  
Lori Woods-Gay, Skillman, NJ F IB F IL F AB F AR 
609-532-0357, lwgchacha@aol.com       
 
William Zimmerman, Albuquerque, NM F IB      
505-299-2122, billzim1947@hotmail.com       
   
       

TRAINERS: If you wish to be listed as a Trainer here in Topline or on the 
website please contact the National Committee.

Announcement Regarding

Board of Trustee Elections
Nomination form can be found on the website

www.usistd.org





The trainers for Theatre Arts are: Victoria Regan, Frank Regan,
Cher Rutherford, Sharon Savoy, Cassandra Schneider, and Lori Woods-Gay
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Workshop given by Cher 
Rutherford at the Dance 
Factory Studio in
Arlington, Virginia.

(Right) Beverly Donahue, Chris 
Thompson, Lori Woods Gay, and Gary 
Geckman.

(Below) Judges and organziers of the
Yuletide Ball.

Chris Thompson with the Medal test Chart.
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Cher Rutherford giving a 
workshop at the Dance
Factory Studio in
Arlington, Virgina.
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Theory Classes with Phillip Stephens

Examiner Phillip 
Stephens started a new 
Associate Ballroom course 
in Houston, TX on Febru-
ary 6. Sixteen people have 
entered this program 
and most of them have 
extensive backgrounds 
in dance. The 2-hour per 
week program with prac-
tices scheduled in between 
classes is expected to have 
all candidates ready for 
exams in July.
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A continuation of A History of English Ballroom Dancing from the fall issue of Topline
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