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A Letter From the President

Wayne Crowder
Fellow ISTD

Dear Member;

We have started off the year with fantastic news 
from our Medals Program, in which we awarded 411 
medals in 2012 compared to 386 medals awarded in 
2011.   Our medals campaign is working as we continue 
to hear from dance schools and studios wanting to in-
spire their students and staff with this exciting program.  
With our free Medals Program DVD, as well as other 
promotional material, it has never been easier to plan a 
Medals Program in your studio.

Contact Mandy Ball, our Examination Director, to 
kick off your Medals Program today.  You’ll be amazed 
at the results.

Along this same idea, I have appointed a sub-committee to work on Teacher 
Training beyond the theory exams.  We would like to create another asset for 
members similar to the Medals Program, to fill the need independent dance studio 
owners have for figuring out how to train their new teachers.  This was the brainchild 
of Mandy Ball and one that the National Committee could really get behind.   The 
members are: Audrey Samara, MA, Connie Reeves, WI, Tom Rzepnicki, MD, and 
Mandy Ball, FL as Chair.   Please contact any of these members with your ideas and/
or suggestions.  This could be another way that the USISTD could reach out to its 
members with meaningful and invaluable information.

The National Committee is also working on a 2013 General Meeting to be held 
in mid-October.   An annual event with the membership is important in many ways. 
It can for example: allow us to have an annual general meeting; facilitate profession-
al examinations especially Fellowship exams; provide an opportunity to give awards 
and recognition to those who contribute to the development of the society; facilitate 
training for exams, offer training in how to prepare candidates for exams, offer train-
ing in how to set up a medals day,  offer training in how to be a better teacher etc. 
and perhaps 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. 

The National Committee is also hard at work with a new marketing program, a 
“members only” section of the website, and a list of other ideas that are almost ready 
to be announced.  If you would like to be involved with any of these new projects 
or have ideas of a project to start, don’t hesitate to contact any of your officers.  As 
always we are happy to hear from you!

Sincerely,
Wayne Crowder
President, USISTD
president@usistd.org
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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




The one stop shop for all your ballroom dance needs

Men’s & Ladies Competition and Showcase Apparel 
Men’s & Ladies Smooth & Rhythm Shoes 

Jewelry & Music 
Ballroom Dance Gifts & Cards 

Practice Wear 
Consignment Dresses 

Custom Rhinestone Design and Restoration Service 

  10% discount for all USISTD Dance members 

Footwear Fashion & Flash 
97b Webster Street 

Worcester, MA 01603 
footwearfashionflash.com 

508-954-6028 
info@footwearfashionflash.com 

Dear Members,
Your continued membership is important to the 

Society and to the preservation of your hard-earned 
teaching and judging credentials.  If you have not already 
paid your dues for this year, please do so before the March 
30th cutoff date.

You now have the opportunity to pay your 2013 
membership dues online with your credit card via the 
USISTD website.  Just go to www.usistd.org and click on 
Online Membership Renewal.  

A couple of reminders.  First, please update any 
information that may have changed, especially your 
email address.  Secondly, be sure to add your business 
information and check the confirmation box.  This will 

allow us to advertise your business for you on the USISTD 
website, another advantage of your membership. 

As a paid member, you are maintaining the credentials you worked so hard to 
obtain, as well as supporting the programs offered by the society.  If you have not 
already done so, please take care of this today!

Thank you again, for your continued support of the USISTD.

Membership Director
Adjudicator’s Bio for Marie Crowder 
 
  

 
 
 

Marie is a four time USA Dance Amateur Champion in Latin and a 3-time USA 
representative to the IDSF World Latin Championships which were held in 
Belgium, Spain and Italy.  Marie has won numerous regional Standard and Latin 
Championship titles and was a Standard finalist in the USA DanceSport National 
Championships.   

 
Marie is a National Certified Adjudicator and a proud member of the Imperial 
Society of Teachers of Dancing, (the ISTD), with the following degrees: 
 

• Licentiate International Standard  
• Licentiate International Latin 
• Licentiate American Smooth 
• Licentiate American Rhythm 
• Licentiate Theater Arts 

 
Marie also serves as Membership Services Director of the United States Imperial 
Society of Teachers of Dancing and is a Regional Coordinator for USA Dance. 

Marie Crowder
Licentiate, ISTD

Director Membership 
Services
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A Letter From the Editor

Daphne Cunliffe
Fellow ISTD

On The Lesson
Always Right

Dear Readers, 
This issue features a wonderful spread on Peter 
Billett with great pictures and a look back at an im-
mensely successful dancing career. We have many 
wonderful articles as well as two about exam prepa-
ration to help you out with all those little details that 
might have been forgotten. Thank you to all those 
people who sent in photos. Please email or call me 
if you have questions or comments regarding the 
Topline. Your input is always appreciated.

 Daphne

Recently, on a lesson, I had a student who told me he wanted to learn Paso Doble.  He was 
a new student referred to me, so I had not yet learned about his dancing background.  He was  a 
Bronze 1 dancer and seemed quite passionate about his dancing.  When I asked if he had learned 
any Paso Doble before, he told me that his previous teacher did not want to teach him the dance.  
Since it is customary not to say anything negative about a previous teacher, I just let it go and taught 
him some Paso Doble.  He was so excited – I made his day.

There were two things here that gave me pause.  First, why hadn’t the teacher listened to the 
student?  It was in her best interest to do so.  Second, could it have been she didn’t want to teach 
him something he was never going to be perfect at?  He was keen on competing and understood 
that competition dancing has to be clean and exciting, but he never said he wanted to compete Paso 
Doble.  There seemed to be a lack of understanding on the part of the former teacher as to how to 
respond to the student’s requests.

Teachers are under a lot of pressure to “deliver” – to teach a good lesson, to make sure 
the student learns a certain number of dance steps.  They feel responsibility for producing an 
accomplished student.  This has merit and it is good for the teacher to feel this way, but it can also 
backfire.  The main purpose in teaching is to satisfy the goals of the student, not of the teacher.  The 
teacher is the professional and is getting paid to help the student reach his goals.

New teachers generally use a syllabus to teach dance steps at appropriate levels and are 
given procedures to follow to successfully guide students through the syllabus.  Showcases and 
competitions are provided to offer the student performance opportunities.  Studios generally 
provide a warm and save environment so that students succeed and feel good about their dancing.  
This environment enables the teacher to create a happy student that is a direct reflection of the 
teacher’s teaching ability.

In this case, the previous teacher was perhaps too conerned with how the student should look.  
Perfection, as a goal for dance teachers, is a noble one, but it can also be very stressful for the 
student.  Dancing should be, on a fundamental level, fun and emotionally fulfilling.

Remember, as in all businesses, the customer is always right.  Even if you don’t agree with 
what the student wants to learn or do, it’s better to keep the student rather than lose him because of 
stubbornness.  Ease up and enjoy teaching your students.
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Quick Exam Checklist 
for Professional Exams

If you are preparing to take a professional exam or are 
training candidates for their exams, as you get nearer to 
the date it is sometimes difficult to prioritize what needs 
to be done.  This checklist is intended to highlight some 
important information that could be helpful to you.

  Go to the Examination Handbook “professional 
exams” on the USISTD website and review all that is 
required for your exam, to be sure you are prepared.  This 
is a good way to give yourself a checklist.  This is complete 
with all the information but I am also highlighting a few 

things below as special reminders.
Remember the Exam has three parts: 
1. Dancing with a partner (lead or follow) your choice.  Dance the highest 

quality dancing you can for the level you are representing.
2.  Solo Dancing to music.  Be sure to have practiced all the figures solo 

to music man and ladies parts and combinations of two or three figures solo to 
music.  Timing must be perfect.

3.  The theory section.  Decide on a Line of Dance and try to stay with it when 
showing figures during the theory section.  It can be confusing to you and the 
Examiner if you keep changing your LOD for different figures.

REMEMBER TO BRING:  Professional attire that shows your dancing in the 
best light. Gentlemen arrive with Jacket and tie, but the jacket may be removed if you 
like.  DANCE SHOES.  you may ask to change from what you danced in to other 
shoes for the theory.  This is popular with the ladies, to go from the high heel to a 
more stable shoe for the solo theory work especially where you will be showing both 
man and lady’s part.  YOUR MUSIC.  pre-set and/or pre recorded in the order you 
wish to dance (your choice on the sequence of dances).  Check with the organizer   
that your music is compatible with his/her system.  In any case time must not be 
wasted hunting for music. International Ballroom candidates: don’t forget your slow 
and quick rhythm music.  This can be danced at any time during your exam. Again 
the order of the dances is your choice for the partner dancing. Be sure to have the 
address and phone number of the exam venue well in advance so you don’t add stress 
to the day by getting lost.

Finances.  Make sure you have taken care of the finances well in advance of the 
exam day.  Check with the Examinations Director and the exam organizer regarding 
fees and expenses.  On the day of your exam you don’t want any distractions from 
the task at hand so this should all be taken care of prior to arriving for your exam.

I hope this “quick check list” helps to organize you as you come into the home 
stretch with your exam preparations.  

In closing, you are to be commended for taking it upon yourself to become 
better at your profession.  I sincerely believe that the knowledge and experience you 
gain from doing an ISTD exam will prove invaluable to you in your career and you 

Lori Woods-Gay
Fellow & Examiner

ISTD
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Natural pivots are one of the most exciting and fun 
elements of ballroom dancing, but teaching them well is, 
by all accounts, a challenge.  All teachers are familiar with 
the sight of his or her students spiraling helplessly into the 
center of the floor; the ability to dance a series of pivots 
that moves cleanly along the line of dance eludes many.  
While most of us have our own methods of overcoming 
this challenge, I believe some of the problem stems from 
what in my opinion, is a flawed chart description.

The problem I have with the description of the pivot, 
such as that in step 4 of the natural spin turn, is that it 
describes something that is physically impossible to do 

in closed position.  
Consider: if the man 
actually dances the 
pivot on the left foot 
making 1/2 turn to right 
to end facing LOD as 
the chart describes, and 
the lady dances her 
pivoting action on the 
right foot making the 
same amount of turn 
to end backing LOD, 

she inevitably ends with her right foot to the left of the man’s left foot, and the closed 
position has been lost. This is simple geometry, and there’s really no way to reconcile 
it if the chart is taken literally.

In reality, the maximum amount of turn that can be made on a natural pivot 
while maintaining correct 
position between the partners 
is 3/8 to right; this is why so 
many couples underturn their 
pivots and careen into the 
center of the floor; if they stay 
in position, diagonal center is 
the farthest they’re going to 
get in one step.

In order to complete 1/2 
turn to right, an additional 1/8 
turn must be made between 
steps 4 and 5 in order for step 
5 to be taken down the line 

Another Description
of Pivots

Stuart Nichols
Stuart Nichols
Fellow ISTD
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of dance; in addition, the partner who has just pivoted on the L foot, (in this case the 
man,) must open the legs slightly in order to complete the required amount of turn.  
(So much for holding the legs in CBMP.) The partner who has just danced the pivot-
ing action on the R foot would still dance LF back and more than slightly to side, 
while also making an additional 1/8 turn to R between steps 4 and 5.  In this way, 
each dancer can stay on the right side of his or her partner, closed position is success-
fully maintained, and a full half-turn has been achieved.  

     
Repeating this process will result in airy, well-aligned, continuous pivots whose 

direction can be controlled by the leader.
It should be acknowledged that there is no description of continuous pivots in 

The Ballroom Technique, and I am extrapolating from the single pivot described in 
the Spin Turn; such a description does, however, exist in the American Silver Smooth 
technique in the Tango Pivots to Same Foot Lunge, where both the pivot and the 
pivoting action are described with the right leg held in CBMP. The International 
Questions and Answers book distinguishes the pivot from the pivoting action, in part, 
by saying that the former maintains CBMP while the latter does not. My opinion is 
that CBMP must be released at the end of both.

This is an admittedly dry and technical approach to the pivot problem, but I’ve 
had success with it when all else has failed.  I also suspect that most of us actually do 
something like this, consciously or not, when we dance pivots ourselves, but it can be 
difficult to confer this ability to an amateur couple or an exam candidate, especially 
when our textbook description produces an unwanted result.

Accurate descriptions produce accurate results.  Treat the amount of turn on a 
pivot as follows: 3/8 to R on 4, then an additional 1/8 to R between 4 and 5. I would 
not attempt to hold the legs in CBMP.  This has worked for me, and more inportantly, 
it’s worked for my students.

Acknowledgments to Roy Mayvor, Richard Lamberty, and Daphne Cunliffe for their contribu-
tions.  
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Medal Tests at East Towne Ballroom in
 Milwaukee, Wisconsin – December 13, 2012

Professional candidate Connie 
Reeves, Examiner Lori Woods-Gay 

and Mandy Ball

Connie Reeves, Amateur candidate Eric 
Guy and Examiner Lori Woods-Gay

Connie Reeves, Amateur candidate Gary 
Naines and Examiner Lori Woods-Gay

Eric Guy, Connie Reeves, Gary Naines, 
Mandy Ball and Ally Furlong.
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Medal Tests at Dance on 
Air Studios in 

Madison, Wisconsin
December 14, 2012

John Stolzenberg and instructor 
Deborah Gillitzer. John completed the 

Intermediate Silver exam.

Lou and John Stolzenberg who both took 
Rumba, Cha Cha, Waltz, and Foxtrot Full Bronze 

Medal Tests.

Eric and Deborah Gillitzer, owners of Dance on Air 

Studio where the exams took place. Lori Woods-Gay was 
Examiner.
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Invigilation at Competitions
Some Helpful Tips

Invigilation:  Just what does it mean?  According to most dictionaries invigilate 
means “To keep watch”.  In most instances invigilation means “keeping watch over 
examination candidates to prevent cheating”.  In our case that means keeping watch 
over competitors to prevent dancing out of category.  I’m hoping to give you some 
helpful insights for when you take your students into a closed syllabus category.

The invigilator’s job is not an easy one.  It usually involves a single invigilator 
(sometimes two) watching over a floor that has anywhere from one to eight 
(sometimes more) couples.  Double that if the ballroom has been divided into two 
floors which is more difficult especially when there are several judges standing on 
the floor to separate the two floors.  Don’t get me started on the competitions with 
heats divided into three floors.

Once we spot an infraction we then have to go find the teacher to speak with 
them....also not an easy task in a busy ballroom.  A lot of times the teacher may 
remain on the floor for several more heats (with the same student or multiple 
students), and we can’t approach them until they exit the floor.  At a recent 
competition I had a teacher dancing with the same student in every single heat all 
afternoon, thereby repeating the same infractions over and over again before I could 
finally speak to him during an awards break.  By that time, though, they were done 
with that level and moving on to the next.  Don’t worry, an invigilator will not speak 
to the student since we don’t want to embarrass the teacher.

There are a couple of excuses for these infractions that I hear a lot.  “It’s in 
our syllabus!” is certainly one of them.  I usually have to remind them that they 
must follow the appendix of allowable figures, elements and restrictions listed in 
the back of the NDCA rule book.  When competing at an NDCA sanctioned event 
you must follow the rules.  Some school syllabi have figures that are not allowed at 
NDCA competitions.  It’s best to compare your syllabus against the allowable list to 
determine which of your material will be considered infractions.

Another excuse “I see other couples doing it!” makes absolutely no sense to me.  
If you know it’s against the rules, then don’t do it.  That’s like saying you should get 
away with robbery because other people are doing it.  The invigilator is probably 
already going after those other people (you really have no way of knowing this), so 
why add yourself to the mix.

Lee Fox
Licentiate ISTD
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There are some common errors that occur frequently that I would like to 
mention.  In the bronze smooth dances, the feet must remain close to the floor at 
all times.  This obviously means no developes or aerial rondes, but there are other 
instances that I believe the couple forgets about.  These include hooks or ganchos in 
the tango, kicks in the swing and leg crawls in the bolero or tango.

Another common error in the bronze smooth dances would be the misunder-
standing of what is a shadow position.  My understanding of shadow position is 
where the lady is standing slightly in front of or behind the man either on his right or 
left side with both partners facing the same direction.  It does not matter which feet 
the partners are on (same or opposite) or what hand hold is being used.  The  dance 
positions allowed in the bronze smooth dances are contact, closed, open facing with 
single or double hand hold, promenade, outside partner and side-by-side with single 
hand hold.  The only shadow position allowed is in the shadow rocks in tango.

Another very common error in the bronze smooth dances are places where 
the couple separates completely.  Even if it’s only for one beat of music, it is not 
allowed.  This occurs mostly in the tango corte with roll out (the rolling in part) and 
the change of places in tango and viennese waltz where both partners turn.

I do frequently see couples using the open hip twist as an opening to their 
international rumba or cha cha cha routines in the bronze level.  It is a silver pattern.

Other common errors I see involves timing changes in the international styles 
such as slow voltas in the bronze samba and extra measure in the hesitation change 
with shaping changes added for styling which makes it look like a picture line that 
isn’t allowed in that level.

Please remember that dancing out of category is not going to help your student 
win the competition.  The judges don’t have enough time to see which figures 
you are dancing.  In fact, it could cost your student the competition.  Why would 
any teacher want to do that to their student?  If you’re not sure about any of your 
material, ask the invigilator.  They’re there to help you.  Otherwise, it is best to err on 
the side of caution.
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Sophie Idromenos
Associate USISTD

How much is too much?
Teachers, regardless of the subject or grade level, 

tend to fall into one of two areas; they under-teach or 
over-teach.  This particular article will focus on the latter.

As a K-12 technology teacher with several years of 
experience, I planned my lessons down to the last detail 
as this was necessary, given that each class period was a 
specific amount of time. In spite of this, I found that even 
I fell into the over-teaching category sometimes. Why 
would I do that if every single minute was thoroughly 

planned and executed according to my specifications? After some self-reflection, I 
realized that I taught more because I believed students would progress more quickly 
if they were exposed to a greater amount of material. This is the trap that we can also 
fall into as dance instructors.

In teaching, there is a maximum amount that a student can retain and if you 
exceed this, you will soon realize it. Short term memory theory, as cited in a highly 
referenced paper by George A. Miller (1956), specifies that students can retain 5 to 
7 items. Given the constant bombardment of information through our technologi-
cal devices (such as Smartphones, tablets, etc.), I have noticed that four may be the 
maximum number of items retained after teaching.  Once the information has made 
it to short term memory, it remains there for approximately twenty minutes and 
then must be placed into long term memory in order to truly be retained. How do 
we accomplish this goal? Practice but one caveat to this is “practice (doesn’t) make 
perfect” but rather “Practice makes permanent.” In other words, if a dance move is 
reviewed and practiced incorrectly, it will be learned and recalled incorrectly. Also, 
grouping related information and items together along with connecting newly intro-
duced concepts to prior knowledge can facilitate long term retention of information.

Hopefully at this point, I still have your attention, as there is much more to 
learning than theories about memory. As outlined below, I will provide specific ex-
amples to illustrate this point.

Last year, a new student in his late sixties came for a class. His only desire was 
to learn the Foxtrot since he felt awkward as a child not knowing how to perform this 
dance. I began with an explanation of posture, hold and frame; then I proceeded to 
teach the basic step. My student was able to pick this up quickly and we moved onto 
the promenade, swing step and left rock turn. When we reached the left rock turn, he 
was looking back at me with a glazed look in his eyes. That was a good indication 
that he felt saturated with so much information.  So the question remains, at what 
point do you stop teaching new material? This does not have a simple answer as this 
will vary among students and levels as well as types of classes. As a teacher, I recog-
nize that each student enters a class with his/her own physical, emotional and other 
concerns and issues, all which can affect learning and progress. 



17

NEWS FLASH • NEWS FLASH • NEWS FLASH

All members are now eligible to purchase
liability insurance from 
K & K Insurance Co. 

Contact Trish Buyer at (800) 342-4371, Ext. 125. 

You may be able to purchase insurance
for less than $150 per year. 

Remember, all independent dance teachers should have
liability insurance to protect themselves.

My solution to the above dilemma was to stop immediately and review the previ-
ous steps up to that point. Then I utilized the second half of the lesson to help the 
gentleman make decisions about which moves to lead. This exercise was beneficial 
to him in helping him connect previous moves and figures and at this point, we were 
able to now cover the left rock turn. Prior to the review and connecting all the moves 
together, the student was too overwhelmed to retain or learn new moves at an earlier 
point in the lesson.

In conclusion, the formula is rather simple. It suggests a teacher introduce and 
teach three figures, review these and then, instruct students on one more. Following 
this, review the fourth move/figure and then create a short routine connecting all pre-
viously learned moves. I have applied this formula for the past year and each time, it 
is effective. However, I will add a brief disclaimer that my students have mostly been 
older adults and normally I will increase the number of figures taught for younger 
students.

 
References Cited
Miller, G. A. (1956). “The magical number seven, plus or minus two: Some limits on our capacity for 
processing information”. Psychological Review 63 (2): 81–97.
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Training Candidates for 
Professional Exams

Taking a profession exam is certainly an arduous process. It is also one of the 
most rewarding experiences I have undertaken.  As I have learned with most things, 
the more you invest into a task or challenge the greater the satisfaction upon its 
completion.  

I took my first exam back in 1990.  It was a frightening experience but with 
the help of Lee Wakefield, my trainer, who expected excellence, and a wonderful 
examiner, Bemil McGregor, I decided this was something I enjoyed and could excel 
at.

I have been an adjunct faculty member of dance at Brigham Young University 
for 25 years.  I have created and developed the curriculum for many courses.  My 
approach to training teachers for professional exams is directly influenced by these 
years of program development.

My training program consists of a workshop held each summer.  It starts in 
late April and concludes with the actual exams in August.  This 16 week period is 
a shorter time than many might suggest for exam preparation; however, we have 
found it to be beneficial to do a steady, rather intense study.  Many of the prospective 
candidates for this workshop teach in schools (K-12) and universities where their 
summer break provides fewer interruptions and a little more time for study. I limit 
the class to 10 students but prefer to have around 6.  

We meet once a week for a 2 hour study session.  A printed schedule reminds 
the candidates what material they are expected to be prepared with.  I model how 
to present the material and give tips on how to study. They come to class ready to 
verbally and physically demonstrate their knowledge.  

I require them to be exact in their demonstrations and ways of expressing the 
theory.  New members are often surprised at the stringent rigors of the class but 
quickly rise to the challenge.  We spend 2 weeks on each dance, this leaves us with 
1 week to review each dance and work on the routines they will examine with.  I 
believe it is better for students to devise their own routines but often the logistics of 
sharing partners makes this unrealistic.

Marci Edgington
Licentiate USISTD

Marci Edgington
Licentiate USISTD
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The consistency of having to keep pushing ahead is probably the success of this 
preparatory style.  It doesn’t take long for students to realize if they are not putting in 
enough study time compared to the other members of the class.  We learn from each 
other, laugh at our blunders together and truly become each other’s cheerleaders.

I like to take time to walk them though what the actual exam will be like.  
This can be most helpful to alleviate some of the nerves that get in the way on 
examination day.  It is important to remind them that the examiner is there to help 
them succeed rather than looking for them to fail.  

I make the arrangements for the exams with the USISTD Examination 
Department as well as the examiner.  I schedule deadlines when the candidate’s 
money and forms need to be collected and submitted.  This allows them to just focus 
on the test preparation and I can be sure all will run smoothly.  Candidates share the 
examiner’s expenses, which helps to bring down some of the cost of taking an exam.

 Roger Wiblin, a licentiate member in both Ballroom and Latin and a former 
student, stated,

 “I loved having structure so that the path to success was mapped 
out.  Marci’s suggestion to study a little each day, speaking out loud while 
demonstrating was very helpful.  Daily study rather than cramming the 
night before helped me to better retain material.  As I put in the daily study 
and went to class prepared to present material, I gained confidence in both 
the material and delivery.  I believe my ISTD credentials are a significant 
element of my ballroom resume.”

With my prospective candidates I encourage the use of productive studying.  I 
believe this happens when you study in a quiet place where you are comfortable 
speaking out loud and demonstrating the figures as you go.  Occasionally having a 
partner to quiz you so you don’t need to keep checking the book to see if you are 
correct, goes a long way in helping you be exam ready.  Thirty minutes of productive 
studying is far superior to 2 hours of distracted study.

This training model would probably not work for all situations but I have 
found great success in helping students complete their goal of an ISTD exam.  It is 
satisfying to know they are ready and prepared for a successful experience.



20

Amalgamation

Michell Wan-Stone
 Fellow & Examiner 

ISTD

Latin American 
Cha Cha Variation

Licentiate Level
Commence in Fan Position.
 
Dance Hockey Stick finishing in Open CPP, count 234&1 
234&1.
 
Lady dances a Split Cuban Break with hand change as if 
dancing the New York with quick timing and only using 
one step in place of the chasse, keeping tone in arm, count 

2&3 4&1.   

While leading Lady to dance a Split Cuban Break on RF, 
Man dances a type of Sit Line with L. knee slightly bent, R Leg straight, making no 
turn.  Body rotates to R. with L side fwd.   Place L hand over the top of Lady’s R 
wrist, checking Lady’s fwd break action, count 2.

Return body & weight to central position with both legs straight, making no turn 
with the feet, leading Lady turning to her R. with L. hand, then immediately release 
the hand hold, count 3.  

Body rotates to L. with R. side fwd, leading lady to dance the Split Cuban Break on 
LF, Man dances the Sit Line with the R. knee slightly bent, L. leg straight, making no 
turn or slight turn to L.   Place R.H. over the top of Lady’s L. wrist checking lady’s 
fwd break action, count 4. 

Return body & weight to central position, making no turn., leading lady to turn to her 
L. with R. hand, then immediately release the hand hold, count 1.
 
Body rotates to R. with L. side fwd, Man dances Cuban Rock with 4 weight changes, 
LRLR, feet apart with pressure, making no turn or slight turn to R., count 2341.   
Place L. hand over the top of Lady’s R. wrist, leading lady to dance RF Cuban Break, 
plus one step, RLRLRLRL, count 2&3&4&1&.
 
Dance New York to LSP, count 234&1.
 
Dance steps 1-2 of the New York to RSP, without hand change ( maintain LH to RH 
hold), place RH over lady’s L. shoulder, checking her fwd break, count 23.   Man 
dances RF Chasse, leading Lady to spin under the raised arm.   Lady dances three 
step turn, turning strongly to the L, making 1-3/8 turn overall, finishing in Open CPP, 
count 4&1.
 
Dance New York to LSP, count 234&1.
 
End with Spot Turn to L, count 234&1.
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by Frank Regan
On The Cover...

Peter Billett

I first saw Peter dance in Southampton, England with an exquisite 
Ballroom dancer by the name of Hilda Stirling. It was during the mid sixties.  
I had arranged a brief absence from the United States, and was living in 
London in an attempt to further my dance education. In those days, I spent 
a lot of time socially with Bill et Bobbie Irvine and Jack et Jessie Liddell 
at Bill’s place in Chiswick or visiting select English country pubs with the 
intention of consuming liberal helpings of Camembert cheese and Port Wine, 
to be dutifully followed by a game of darts, especially if Alex Moore decided 
to come along.

We had made plans to visit a particular country pub which was renowned 
for its menu and of course its Camembert cheese and Port wine.  Bill however 
suddenly acquired an engagement to lecture in Germany that weekend.  
Bobbie, who’s limitless supply of energy always motivated her to be doing 
something of consequence, whether it was shopping at Harrods or amusing 
herself by bewildering me with some drole quickstep variation, decided on a 
whim to take me to a dance competition. Alex Moore drove us to the event 
at the speed of light and we were ceremoniously escorted into a large and 
imposing Ballroom where a front row seat awaited us. As a young man, I 
was of course enormously impressed by being in the presence of “Dance 
Royalty” in this beautifully 
appointed environment. I was to 
be even more impressed when 
the professional competition 
took place. Somewhere around 
100 striking couples took to the 
floor.  My eye was immediately 
drawn to a particular couple. 
It was Peter Billett and Hilda 
Stirling.  In those days, Peter was 
a handsome devil with the looks of 
Hugh Grant and Hilda radiated an 

Peter Billett, then president of ISTD, 
Pierre Dulane, and Frank Regan. Peter 
presents Dulane with an award for 
excellence which was handmade by 
Peter.

Continued on page 22.
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enchanting beauty. She was from Scotland where many great dancers came from and 
eventually emigrated to the United States where she now resides in Nevada.   I could 
not help but observe the fastidious footwork, outstanding leg action and immaculate 
top line that Peter displayed in all of his dances. I turned to Bobbie and said quite 
innocently, “they are my favorite couple. Do you think they will win?” I was just a 
trifle surprised when Bobbie replied, “No it’s not there turn yet”. This was to be my 
first blatant encounter with the typically conservative modus operandi of the English 
Ballroom establishment. I realized later that this system had the advantage of making 
people work hard towards their goals. In those days there was no such thing as a 
“quick fix” or a sudden and unexpected burst of glory. Peter eventually did get his 

Peter Billett Continued from page 21.

Peter, center, as a 
young teen.

The Remington Lovely 
Legs contest in March 
1959. Peter was the 
principal of a Victor 
Silvester Dance Studio 
in England. Back row 
3rd from right. Center 
back row is Margaret 
Connon, Examiner in 
England.
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turn. I was able to observe him some time later in the Imperial basics Championships 
in London – essentially a world Championship in restricted figures-  I was dancing 
in the Latin Division with Aleta Marcy and in a delirium of delight over placing 
5th. Peter was dancing in the Standard ballroom category and was an easy winner. 
Peter and Hilda were honored by being invited to dance in the “Prix D’Elegance”, a 
sophisticated type of showcase event in London that combined traditional ballroom 
with an exhibition performance. It had a very high profile and that year the legendary 
Margot Fonteyn was one of the judges. We were both furthering our dance education 
with Guy Howard, the technical wizard of the 20th century and would congregate 

Back row, left as part of a
Victor Silvester dance program 
televised in England.

Peter with partner Mar-
garet Connon. Note in 
background are two world 
champions Len Scrivner 
and Harry Smith-Hamp-
shire. Circa 1960s.

Continued on page 24.
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at his studio with Johnny Wessley, 
Pierre Dulaine and other “legends to 
be” to enjoy the inevitable cup of tea 
that Guy insisted on making for us. 

Peter eventually emigrated to the 
United States and in fact was one 

of the early examiners of the Imperial 
Society in America. He ultimately 
became President of the USISTD and 
served the Society diligently for several 
years in that capacity. He  currently 
resides in Rochester NY  with his wife 
and family where  he dispenses his 
dance wisdom which is much sought 
after by today’s generation

This article is an excerpt from a soon to 
be published book by Frank Regan.  Entitled 
“Dance Excursions”

Peter Billett Continued from page 23.

Above: Peter with partner dance the 
Charleston. Below: Peter as Rudolph Valen-
tino for an M&Ms candy commercial.
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Peter with Corkey and Shirley 
Ballas.

Peter and partner Danae, working on a cruise ship.

Averill Council New Year’s Eve, De-
cember 1994. Peter’s “Can Can” Girls. 
Clockwise from center top: Laura Chase, 
Lisa Battaglia, Cindy Rice, Allyson 
Jamison, Peter Billett, Pam Gerber and 
Kathleen Bush.Peter with Rita Moreno, 1997.
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Phillip Stephens
Fellow & Examiner 

ISTD

Do you have the time?

As odd as it may sound, there are many ways of using the correct timing in 
dance and still ending up wrong.  While that might seem to be a contradiction on 
the surface, a little explanation might clear things up.  One example of an easy to 
recognize timing error is that people often do the “rock-step-cha-cha-cha” rhythm 
correctly, but present it on the wrong beats of “1.2.3&4”. Another is when people use 
the correct rhythm for Swing (quick & quick, quick & quick, quick, quick) on the 
wrong beats, such as “2&3, 4&1, 2.3”.  Assuming that Tango uses 4/4 timing, people 
sometimes erroneously dance “slow” counts over beats 2-3, 4-1.  While that count 
uses the correct number of beats and would be rhythmically correct, it is very “out of 
sync” with what we want to hear and see to Tango music.

There are many types of timing used in dancing, including the timing of the 
music, the step being danced, the rhythm of the dance, the timing of arm, hand, foot, 
hip and leg actions and the timing of leads.  Information about each of those timings 
could fill several pages of print, but let’s address some of the specifics involved in 
the timing of leads.    

The timing of a lead is connected to the music, the dancers, the movement, the 
rhythmic count for that movement, the dance (Tango, Swing, Waltz, etc.), and the 
emotional context of the composition.   In general, a lead must occur early enough 
that the recipient has time to respond, but not so early that it results in an action 
preceding the point at which it should occur in the movement.  That seems rather 
simple and straightforward intellectually, but is really a much more difficult thing to 
accomplish when physically attempting to make it happen. 

Consider a spin action in Swing (or Jive) known as the American Spin.  The 
Lady chasses forward, right, left, right (Q&Q in Swing, QaQ in Jive), then spins to 
the right on her right foot during the last half of the beat associated with the last step 
of that chasse.  Just before turning, her right foot is aimed directly forward toward 
her partner’s right side and her body is turned out to the left to give her a “wind up” 
into the spin action on the right foot.  During the last half of the beat associated with 
this step (&), the Man should give the signal for the turn and then release the Lady’s 
hand.  A frequent error is leading the turn on the middle step of the chasse.  Another 
is to lead it too late, when the Lady has already committed to moving toward the 
first “quick” of the following chasse.  Whether he signals too early, before she’s 
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even on her right foot, or too late by leading after the optimal “time” for her turn has 
occurred, the dynamics of the action are altered.  The Lady’s balance, the amount of 
turn, and the ending position can all be adversely affected by leading this action at 
the wrong “time” in the sequence of events.  

When a physical lead involving the hands and arms is used, the lead always 
occurs toward the end of the beat associated with the weight change just taken.  
This type of lead must be timed carefully, and it’s a good idea to give a count to the 
actual lead.  When doing a Crossover or New York in Rumba and counting Q.Q.S, 
we would be to the side on the right foot (Lady on left foot) in a Counter Promenade 
Position on a “S”.  Count the lead for the Lady to turn to her left to enter the 
Crossover / New York as “&”. This “&” count would occur just before both partners 
step forward into the Crossover / New York position on Q.  Next, they would step 
back on Q, Man on right foot, Lady on left foot.  Another “&” count is used to lead 
the turn to Lady’s right, Man’s left before stepping to the side in Promenade Position 
on the next S.  Then repeat to the other side.  The full count for this would be (&)
Q.Q(&)S, (&)Q.Q(&)S.  Note that (&) represents an action, not a weight change.

These leading actions must be practiced in a slow and controlled manner so that 
they become clear, precise and natural.  The (&) actions described previously are 
associated with turns of the hips that result in turns of the feet.  When using these 
actions, it’s important that tone be maintained in the arms and that the arms are 
turned with the body, not just by pushing or pulling on the arm/hand.  

It always seems easier for people to learn the timing of dance actions if there 
is a count associated with each of those actions.  For an Underarm Turn in Cha Cha 
which follows a Crossover or New York to Right Side Position, Man should prepare 
for the turn by raising the joined hands to the left side at a point midway between 
the partners on “1”, then take the hand leftward on “&”to indicate to Lady to take 
the first step of her turn.  Note that her step occurs on count “2”, but the lead must 
precede that step.  Man would then circle the joined hands in a clockwise direction 
(to the right) over the Lady’s head on “&”, then lower the joined hands to shoulder 
level in front of the Lady as she steps forward on “3”, and he would finish by moving 
the joined hands leftward and into normal position on “&” as Lady completes her 
turn to the right on her right foot before traveling sideways into the next chasse.  The 
complete count for her turn – with the “&” count indicating both the lead and the 
turn – would be: 1(&)2(&)3(&).  

Using this same counting technique can help develop the correct timing of 
other steps and their associated actions.  For instance, the count of “Q&a” in Rumba 
can be used to explain the action of placing the foot into position with the knee 
bent on “Q”, straightening the knee and moving the hips to the center on “&”, then 
completing the hip action and bending the other knee on “a”.  

An example of timing for arm styling would involve the Crossover / New York 
again.  Assume that we are facing our partner in an open position and in a two-hand 
hold and ready to turn to right (Lady to left).  We would lead the turn as described 
earlier for this same step, but would also release hold with the right hand.  We would 
bend the right arm (Lady left arm) on that (&) count and then extend the arm to 
the side as we step forward into the Crossover / New York.  After stepping back to 

Continued on page 28.
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the other foot, the extended arm would bend and the hand would be placed in the 
original two-hand hold position on the (&) associated with the next lead.  Man would 
then take Lady’s left hand in his right hand as the partners step to side in promenade 
position before dancing these same actions to the other side.  

Devising this type of counting system for all actions, such as the ones associated 
with leading, the leg and hip actions, or for arm styling and other actions is a very 
useful tool in dance.  It does require a lot of time and a great deal of practice – along 
with a healthy dose of patience! – to develop an ease of use with these actions 
that make them seem natural.  The goal for the leader should be to give clear and 
recognizable signals that allow the follower to easily understand what action is being 
lead.  Mastering these timing tips will allow your experience on the dance floor to be 
a much more pleasant and relaxing time.

Timing Continued from page 27.

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 USISTD.org OR via email at

publications@usistd.org OR call (917) 362-3924

 
 

Trevor Luff 
Dual Fellow International Ballroom & Latin, 

Triple Licentiate American Smooth, Rhythm & Theatre Art's. 
 

Available for preparation of professional candidates and Studio's 
for USISTD Examinations. 

 
Available for student preparation for medal testing 

 
Please Call (714) 788-8759 

Email dancepersuasion@gmail.com 
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Medal Tests in Orlando, Florida Dec. 2-3

Carla Hoskins and Tom Huber

Mandy Ball, Lance Halverson and 
Examiner Cher Rutherford

Mandy Ball, Debra Roy and Cher 
Rutherford

Mandy Ball, Lee Fox, and Cher Rutherford
Mandy Ball and 
Lance Halverson
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Medal Tests in Orlando, Florida

Mandy Ball, Stuart Nichols, and Examiner 
Miriam Ellis

Mandy Ball, Tom Huber, Carla 
Hoskins, Cher Rutherford, Stuart 

Nichols

Tom Huber and Carla Hoskins

Mandy Ball, Tom Huber, 
Carla Hoskins, 

Cher Rutherford, 
Stuart Nichols
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Continued on page 32

Collegiate Ballroom Programs: 
How Do They Work?

There are many types of college ballroom programs, 
from the top of the heap with BYU’s massive and well-
established machine and the University of Michigan’s 
eight-time National Collegiate DanceSport Championship 
program to the various and scattered programs through-
out the rest of the country’s university system. It would 
be highly informative and beneficial to all of us in the 
USISTD to read a report in each issue of Topline on a dif-
ferent successful collegiate program. There are too many 
ways to enumerate the lessons to be learned for any dance 
business from the bewildering array of collegiate models.  

I have been teaching in collegiate settings since the early 1990’s when USA 
Dance’s innovative and indefatigable Kay Teague inspired and instructed dance 
teachers throughout the US in starting local programs. I currently teach highly suc-
cessful programs at Georgetown University and the University of Maryland. I judge 
this success by the number of people whose lives are profoundly affected by their 
ballroom experience at these universities. 

Most college programs are born small when a student takes the initiative to hire 
a local dance teacher to come to campus one evening a week for a beginner class. 
Eventually an intermediate class is needed and it continues to grow from there. Not 
being much of a salesman, promoter or campaigner, I have never been the origina-
tor this way. I have, however, been invited to many campuses to teach as part of 
their young or well-established programs. A few universities have a ballroom degree 
program, but most schools include the ballroom classes in their non-credit curricu-
lum (Maryland) or as extracurricular collegiate clubs (Georgetown). Penn State has 
a hugely popular program where the ballroom classes are taken for credit in their 
physical education system. 

Most dance studios fit primarily into one of three business models, using social, 
showcase or competitive dancing to motivate students. Collegiate programs tend 
either to have strong social dance programs or to go strongly into the competitive 
aspect. Some schools, like the University of Delaware, use the money they make 
from offering social dance classes to the general public to fund their competitive 
programs. My classes at Georgetown and Maryland are purely competitive but 
supplemental social dance classes are taught by other teachers or advanced students 
throughout the week which help develop the vital social cohesion needed for a col-
legiate program to thrive. 

The team aspect in a collegiate program makes or breaks the program. Ballroom 
tends to attract and develop many ambitious, self-centered dancers who can seriously 
undermine the success of the general class population. The ideal program encourages 
and develops the highest level of individual achievement, but never at the expense of 
the general good. The stars of the team are strongly encouraged to share their knowl-
edge and skills with the other students and to be good role models. The destructive 

Daniel Calloway
Fellow ISTD



32

alternative is seen in some schools where groups of students fragment and fight over 
team priorities, choice of teachers and the use of the team’s money.   

 There are many aspects of teaching at the collegiate level which are differ-
ent from typical studio teaching. If the college program is mature there are many sup-
port systems in place for the students inside and outside each class. A typical college 
program might have three classes per week: beginner, intermediate and advanced, 
scheduled back to back in one evening, roughly corresponding to newcomer, bronze 
and silver levels. My classes are all International Style. Other teachers or advanced 
students at Maryland and Georgetown teach American style and the popular fun 
dances, like salsa, west coast swing and hustle and run specific technique and drill 
classes.

Inside the class there are students who have completed the class in the past who, 
in addition to moving to the next level, are also repeating their previous class to learn 
in the opposite role. Women come back to lead and men come back to relearn every-
thing from the lady’s perspective. The advantage for these veterans is that they get 
to hear information that they have forgotten or needs to be reinforced because of the 
typical overload students experience as they are rushed through the system. Having 
repeat students in the class is like having many class assistants scattered through the 
class and enables much quicker learning for the first timers. 

Outside the class there are even more advantages for collegiate students in the 
form of specific review sessions for each class, supervised team practice sessions 
almost every day of the week, and frequent organized outings where practice occurs 
in a semi-social setting with a great diversity of similarly minded students. What 
studio has the people power to offer this many advantages for every class student? 
The many extra meetings are all organized and conducted by the more senior team 
members and are usually well attended. 

Dance studios typically begin to gain access to the income that college students 
generate for them by offering a biweekly, special college night. All dance students 
are welcome but the music and atmosphere is specifically designed to appeal to 
university students. These dances become the most popular event on the collegiate 
social calendar because they enable the students from all of the local colleges to net-
work and compare and contrast their skills, teachers and programs. These events in 
DC have greatly benefited the studio teachers who attend the dance and offer helpful 
advice and encourage private lessons. A weekly standard or Latin practice supervised 
by a studio teacher also helps establish the habit of the best younger dancers in an 
area coming to a studio. The training of the most advanced collegiate dancers on 
a team is often neglected because they are beyond the level of the classes. Studios 
which capitalize on teaching these students vastly raise their profile in the general 
community and become THE studio for advanced training. 

The content, approach to teaching, and tempo of teaching of collegiate classes 
are significantly different from typical studio classes but deserve an article of their 
own in a future issue of Topline. Until then, locate all the colleges and universities in 
your area and check their class lists for ballroom dance classes. Also, check to see 
what student clubs are listed online for each university to find potential club interests 

Collegiate Ballroom Programs  Continued from page 31.
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Examinations Director’s Report

Amanda Ball
Fellow ISTD

similar to the dances your studio teaches. Salsa clubs love inviting guest teachers to 
do a Saturday workshop on cha cha. This exposes your business to a whole new cli-
entele. You will not find a more rewarding group to teach than the young, enthusiastic 
and appreciative college crowd. 

* * * * * * * * * * * * * * * * * * * *

Examination numbers were fairly strong in 2012. 
Medal testing continues to grow. (If you haven’t yet 
contacted Tamara Caputo, at Publications, for your free 
copies of both the brochure and the DVD, please check 
them out. They are great marketing tools and explain 
the medal system.) We had 52 professional exams and 
408 medal tests in 2012 (730 dances) in 23 sessions. 
(In 2011 we had 79 professional exams and 336 medal 
tests in 24 sessions.) We had 4 of our new One-Dance 
professional examinations in 2012: 1 in International 
Viennese Waltz for current member, Deborah Gillitzer, 

and 3 for new candidates in Argentine Tango. We have a 
Peabody One-Dance scheduled for 2013. The manuals for 
One-Dance exams are available from our online store if you 

are interested. 
Also new to our website, as a current member, you can now pay both 

professional examination fees and medal test fees online, if you wish. Follow the 
links to the online store. You will see “Categories” in the upper left-hand corner. 
Click on “Examination Fees” at the bottom of the list. If you would like to keep the 
entire process electronic, follow up by emailing the application, otherwise snail mail 
it as you have been used to. Prospective member candidates will still need to follow 
the old procedure. 

Our society is growing in new areas of the country. More studios are using our 
medal test system and taking their qualifications with us. If there are ways we can 
help you as an organizer or as a member, please let us know - especially if you’d be 
willing to serve on a sub-committee and be part of the change.

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. 

Continued on page 34
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Completed Exam Sessions:
December 2nd-3rd, 2012: Mandy Ball hosted 2 medal tests and 6 professional 
exams, welcoming 1 new member, in Orlando, FL. 
December 8th, 2012: Chris Thompson hosted 29 medal tests in Vienna, VA.
December 13th-15th, 2012: Connie Reeves hosted 5 medal tests and 1 
professional exam in Milwaukee, WI and Deborah and Eric Gillitzer hosted 8 
medal tests and 3 professional exams in Madison, WI.
January 19th-20th, 2013: Tom Rzepnicki and Lori Gay hosted 5 professional 
exams, welcoming 1 new member, in Churchville, MD.
February 23rd, 2013: Tina Simon hosted 4 professional exams, welcoming 3 
new members, in Sea Girt, NJ.
February 24th, 2013: Kirill Gorjatsev and Daria Zotova hosted medal tests in 
Arlington, VA.

Upcoming Exam Sessions:  
March 9th, 2013: Mary Botta will be hosting exams in Silver Springs, MD. 
April 13th-14th, 2013: Daphne Cunliffe will be hosting exams in Morristown, 
NJ. There will be 2 Examiners available for American Style Fellow exams.
May 2nd & May 5th, 2013: Dan Calloway will be hosting exams in Washington 
DC before and after his Washington Open Dancesport Competition.  
May 11th, 2013: Chris Thompson will be hosting exams in Vienna, VA. 
June 15th-16th, 2013: Deborah and Eric Gillitzer will be hosting exams in 
Madison, WI, and Connie Reeves will be hosting exams in Milwaukee, WI.

Upcoming Intensive Examination Training:
March 15th-17th 2013: Student Teacher International Latin in Milwaukee, WI
from Friday evening-Sunday evening at East Towne Ballrooms  
Trainer: Mandy Ball, FISTD. 15 Hour Course covering both parts, technical 
details, what to study & how to present, and sample routines.
Contact Organizers: Connie Reeves: 608-335-2982 or connie@toplinestudio.
com Or: Deborah Gillitzer: 608-277-7515 or deborah@danceonair.net
You may also register online at: www.easttowneballrooms.com/usistd.html
$195/person, single session registration is also possible. 
$50 late fee after February 14th. The rest of the Associate syllabus will be 
covered in September.
     
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 and on Facebook 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.

Examinations  Continued from page 33.
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Congratutations to...
Candidate’s Name Exam Level Type
Debra Roy, MA Associate American Ballroom
Anna Akarman, MD Associate American Ballroom
Lance Halverson, TN Licentiate American Ballroom
Stuart Nichols, FL Licentiate American Ballroom
Connie Reeves, WI Associate American Rhythm
Mary Botta, MD Associate American Rhythm
Lee Fox, FL Licentiate American Rhythm
Stuart Nichols, FL Licentiate American Rhythm
Mandy Ball, FL Fellow American Rhythm
Darrah Chavey, WI Student Teacher International Ballroom
Tom Rzepnicki, MD Associate International Ballroom
Diane Samuelson, VA Associate International Ballroom
Deborah Gillitzer, WI Licentiate International Ballroom
Izabela Jaworska, MI Fellow International Ballroom
Deborah Gillitzer, WI Licentiate Interntl. Viennese Waltz
Karen Schneider, NY Associate Argentine Tango
Carlos Sampelayo, NY Licentiate Argentine Tango 
  
If your examination was taken close to, or after the Topline deadline, 
your success will be celebrated in the next issue.  

2012 Top Trainers
1st  Marci Edgington
2nd  Mandy Ball
3rd  Phillip Stephens
4th  Lori Gay
5th  Daphne Cunliffe
5th  Esther Don

2012 Top Medal Test Organizers
1st  Sandra Fortuna
2nd  Sherry Novak
3rd  Kirill Gorjatsev/Daria Zotova
4th  Chris Thompson
5th  Mandy Ball
6th  Yolanda Vargas
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A History of English Ballroom Dancing continued from the Fall Issue of Topline
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To be continued in the Summer Issue of Topline
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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 ISTD’s 
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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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 Daphne Cunliffe, Magazine Editor - (973) 543-2802


