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Approaches to Dance 
Moving, teaching, thinking, writing: a minor excavation.    
 
I found the prospect of reflecting back on my career in dance rather overwhelming. There is 
a sense of so much still to be done but I am grateful to Richard Ralph for the invitation to 
contribute to this series and I am humbled by those who have contributed before me. In 
preparing this short essay I have enjoyed a minor archaeological process of digging through 
my memories, materials and influences, and in doing so hope to honour the many 
extraordinary dancers, colleagues and collaborators who have made such a difference to my 
career thus far. 
 
INFLUENCES ON ME 
Like many young girls of my generation, ballet featured prominently in my early years and at 
16 and in the mid-1970s, I set off for a three-year training at Laine Theatre Arts in Epsom 
and quickly realised that whilst the intense training in ballet, modern, tap, jazz and national 
dance was rigorous, demanding, and painful at times, it did not satisfy my growing 
intellectual curiosity in dance. I was always the one who questioned and wanted to discuss 
‘why’. It taught me how to question conventional training methods and kindled a desire to 
teach.  
 
Alternatives to ballet and stage dance were only just beginning to influence dance training 
programmes in the UK and I wanted to find a different way to satisfy my questioning mind. I 
was offered a place on a BA in Music (I played the piano, mediaeval woodwind and violin 
during my school years) but new BA courses in Dance were opening up and I decided to give 
dance another chance. I began another three years, at (what was then) Leicester 
Polytechnic on the BA Performing Arts course, specialising in dance. My first teacher, Violet 
(Vi) Bruce introduced me to Laban theory in sessions filled with sugar paper and charcoal, 
sketching effort graphs and icosahedrons. Vi was a passionate pedagogue but retired soon 
after I arrived and Gideon Avrahami1  took over as Head of Dance. Avrahami taught us 
Graham technique but my body didn’t easily adapt to the strenuous floorwork. I preferred 
the more lyrical, fluid but no less rigorous studio-based teaching of my teacher Jayne 
Stevens. And Michael Huxley’s lectures began my deep interest in dance analysis, aesthetics 
and philosophy2. 
 
The course was a watershed moment for me. The excitement of the relative freedom of 
contemporary dance and the more radical and experimental practices of the X6 and ‘New 
Dance’ movements were tangible. I benefited from the opportunities to work with some of 
the artists from the fledgling independent dance sector, such as Gill Clarke, Fergus Early, 
Maedee Dupres, Christine Juffs, Tony Thatcher and many more. I also performed works by 
John Cage, John Adams and other contemporary composers in concerts led by Gavin Bryars. 
Noel Witts headed up the Performing Arts department and introduced me to European 
theatre playwrights, practitioners and new performance idioms. My first ‘essential’ dance 
texts were mostly written by American dance scholars3, but I was also drawn to David Best’s 
influential philosophy of human movement (1974). Scholarly dance journals were limited. 
The first issue of Dance Research was published the year after I graduated. The considerable 
expansion of dance scholarship since those early days is quite remarkable.  
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After graduating I was keen to pursue my re-found interest in performing and 
choreographing so looked out for auditions and opportunities to dance. Serendipity took a 
hand in what followed next. I joined a newly formed dance company in Coventry and stuck 
it out for a year, learning a lot but I couldn’t settle in the city. I was more interested in 
pursuing my own work so left Coventry and returned to my home city of Oxford. From this 
base I spent several more years performing, choreographing my own group and solo work4, 
and initially also working at the Old Fire Station Arts Centre in Oxford, organising dance 
events and teaching dance classes. My commitment to teaching grew so when I applied for 
and was appointed to a Dance Lectureship at ‘Coventry Centre for the Performing Arts’ 
(CCPA), I returned to Coventry in 1987, beginning what is now over three continuous 
decades in the city.   
 
My early years at CCPA were focused primarily on teaching and animating dance in the city. 
I worked on building the dance programme: from Foundation level to undergraduate and 
postgraduate whilst making links with schools and establishing youth dance groups. Partly 
due to the energetic dance scene in many schools in Coventry, a number of young dancers 
joined the courses at CCPA who would otherwise probably not have considered vocational 
training or higher education, and went on to develop successful careers in dance5.  
 
My early, tentative publications explored some of my pedagogical questions. My first paper 
on ‘physical intelligence’ grew from a curiosity about how students assimilated information 
and performed dance differently, and I sought to claim a particular bodily intelligence in the 
dancer, albeit manifested in diverse ways. That set the path to a career-long interest in the 
ineffable and ungraspable concept of embodiment and a question that remains core to all 
my research: What is the role of our bodies in understanding the world?   
 
Whilst pedagogical research was important to me, I retained my links with the professional 
dance sector and a deep interest in choreographic structures and dance analysis. I taught 
myself Labanotation, primarily so I could draw on it as a teaching tool, and also as a method 
to develop my skills in dance analysis6. Notation as a practice had largely disappeared from 
dance curricular in the UK and so seemed unlikely to be a unifying ‘language’ for dance. 
Moreover, it marked what seemed to be a worrying diminishment of being able to describe 
and record movement in detail, and from an embodied perspective. This motivated me to 
ask:  How else can we bring alive what is not possible to experience anymore in live form? 
What is the role for careful and articulate written description of dance, rooted in close and 
detailed observation?   
 
I was keen to develop Coventry as a centre for dance excellence and so set up residencies 
(including with Siobhan Davies’s newly formed company, Siobhan Davies Dance Company), 
youth dance festivals and in 1988, I organised the first of a decade of annual ‘New Dance 
Festivals’. The Festivals combined workshops, performances and social time, and seemed to 
fill a gap when the Dartington Dance Festivals ended7, so brought a large number of 
participants to the city. Notable dance artists, including Scott Clark, Rosemary Lee, Gill 
Clarke, Sue MacLennan, Julyen Hamilton and many others came to Coventry, often year 
after year, to lead workshops and perform. The Festivals built a community of dancers that 
left a legacy that seeded more strands of interest that informed my research journey:  a 
growing interest in somatic movement practices (which led towards me establishing the 
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international Journal of Dance and Somatic Practices in 20098), and a growing commitment 
to dance analysis, which related specifically to the choreography of Siobhan Davies.  
 
Wanting to take this further I met with Stephanie Jordan in the early 1990s at (what was 
then) the Roehampton Institute, who encouraged me to develop a PhD proposal and took 
me on as her part-time doctoral candidate, with Helen Thomas as my other supervisor. Both 
have had a profound and lasting influence on my career. I think back to the many seminars 
and conferences at Roehampton that were transformational in my PhD journey. Jordan 
introduced me to her own approach to choreomusical analysis, her close reading of the 
work of different British choreographers, as well as the research of the Eastern European 
folklorists and movement analysts such as Laszlo Felfoldi (1999), Anca Giurchescu (1984)9 
and Laban theorists who enabled me to dig much more deeply into my own close reading 
(and writing) of Davies’ choreography. Thomas enabled me to theorise the many hours I 
spent observing Siobhan’s rehearsals and how ethnographic methods supported my 
analyses of what is usually a ‘private’ process of the dance rehearsal10.  
 
HOW I HAVE USED AND DEVELOPED THESE INFLUENCES 
I remain indebted to the many dance theorists who have been so important for my own 
research, and have helped me grapple with complex ideas about the language-like 
properties of dance, dance identity and sticky questions around authorship in dance such as 
Adrienne Kaeppler (1972), Judith Lynne Hanna (1987) and Drid Williams (1991)11. My first 
publication in Dance Research emerging from my PhD thesis explored some of the questions 
about dance identity in relation to one of Davies’ seminal choreographies that evolved 
through several different versions; White Man Sleeps (1988)12.  
 
Like many junior dance scholars, I juggled my doctoral research with being a full-time 
academic and a new mother, but completed my PhD (an in-depth analysis of Davies’ 
movement vocabulary13) frustrated by the difficulties in not being able to readily and freely 
access videos of dance works14. I proposed to Davies that we should bid to the Arts and 
Humanities Research Council (AHRC) for funding to create an openly accessible digital 
archive of her choreographies. We were awarded the grant and began work, launching the 
archive in 2009. I have published many papers on the process of creating the archive15, 
which deepened my conviction in the importance of archives in contributing to building and 
sustaining our dance heritage, whilst recognising what is absent from our historical dance 
records16. It also led to me exploring how archives could be integrated more purposefully 
into the dance curriculum. With funding from JISC, I worked with our own students to 
develop methods for self-archiving on digital platforms and to raise awareness of the some 
of the important processes involved in creating and researching archives, such as metadata, 
copyright, design, privacy and ethical issues17. 
 
We named Siobhan’s digital archive Siobhan Davies RePlay because Davies was wary of the 
archive being regarded as something historic, something of her ‘past’, and not least because 
the archive became a valuable resource for her later works. Several of her projects since 
2009 have drawn from archival content18 so it has continued to generate new creative 
outputs. Working on RePlay also built my interest in digital processes and how the practices 
of making, performing and transmitting dance were changing through experimenting with 
and integrating digital technologies. It taught me that in relation to archives, the digital 



 4 

environment is unstable and ultimately, is as ephemeral as the content that is held within it. 
Even though the University invested in sustaining RePlay for many years, in 2021 we could 
no longer raise the funds to retain so it has effectively disappeared. All that remains of 
RePlay are the many publications and screengrabs that record its digital existence19. Whilst 
openly accessible dance archives remain relatively scarce, and the fragility of digital archives 
that do exist is yet to be resolved, scholarship in the field has increased and been important 
in my own research20. 
 
Winning that first major AHRC grant was the main catalyst to focus more of my time on 
research but teaching was still important to me. Observing my students and my own 
teaching extended into a firm commitment to wanting to ensure that studying dance at 
University was not exclusive. There was a period when several students with disabilities 
enriched the BA dance course at Coventry and challenged perceptions about dance, and the 
teaching of dance in important ways. It also marked the start of what became another 
important strand in my own research, which focuses on dance and disability. Starting with a 
small University grant in 2004 that enabled me to do some fieldwork on participation rates 
by disabled students in dance programmes in the UK (which was shockingly low) this 
research took me on a path that led to several publications concerned with dance and 
disability, and dance in relation to health conditions such as dementia21. Some outputs have 
focused on pedagogy, others have examined questions from a more theoretical or 
philosophical standpoint, but all have sought to bring attention to insights from those with a 
lived experience of disability.  
 
In 2012 I secured another large AHRC grant to pursue questions around dance, disability and 
law, working closely with disabled dancers and experts in law22. The project involved a 
series of micro-ethnographies and provided time and resources to bring attention to the 
barriers and opportunities for disabled dancers to develop careers in dance, and to examine 
how legal frameworks support (or not) the work of professional artists. We were able to 
secure some additional AHRC funding to create an online toolkit for arts venues, cultural 
organisations and artist groups to develop more inclusive policies, practices and working 
conditions23.  
 
HOW I WORK NOW 
In recent years I have been involved in several European Commission funded projects24. 
These have enabled me to collaborate with colleagues working in many European countries 
and from different dance traditions, and with those working in computing science and the 
broad field of cultural heritage, including museums and archives. These projects are not 
always research-focused and it can be challenging to try to focus on producing ‘tools’, 
reports and other outputs when I want to continually challenge assumptions and question 
‘why’.  
 
One such project that did go some way beyond its raison d’etre to develop a range of 
prototype digital tools for supporting the teaching and learning of dance was 
WhoLoDancE25. Working closely with professional dancers, experts in IT and digital 
processing, and with researchers in dance, movement analysis techniques, annotation and 
machine learning, the project’s tool development generated a lot of interesting questions 
and discussions about how dancers can interact with immersive digital environments to 
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uncover new sensory experiences, and how digital processes can reveal more about the 
core properties of different dance genres. A number of publications discussed what we 
learnt about the possibilities and limitations of bringing different technological processes 
into the dance learning and performing context26. 
 
I have always found the opportunity to learn from experts in other disciplines hugely 
rewarding. In 2014, I teamed up with psychologist Jon May, and dance scientist Emma 
Redding on a Leverhulme Trust-funded project ‘In the Dancer’s Mind’27. Our own dance 
students at Coventry, and dance students at Trinity Laban, were involved in a series of 
experiments to explore how dancers use mental imagery to generate novel movement 
material. We were eager to learn about how to enhance creativity in dance training and the 
students were excited by the opportunity to discover more about how they think when 
moving. As a researcher more familiar with qualitative research methods, I found the 
psychology-based quantitative methods that required statistical analysis quite daunting. But 
the project showed how interdisciplinary art/science collaborations can stimulate new 
research trajectories and generate insights to a fundamental but difficult to access process 
of what it means to be a dancer.  
 
Even though my career has been almost entirely at Coventry University my roles in the 
institution have changed several times28. After nine years as Head of the Performing Arts 
Department (which included dance, music and theatre) I moved into research, initially 
taking on the Directorship of one of the University’s earlier research centres, the Centre for 
Media, Arts and Performance. Before long, it was clear that dance needed its own Centre 
and I established the Centre for Dance Research (C-DaRE), which still continues today29 . C-
DaRE has grown over the years and is now a team of 17 early, mid and senior career 
researchers. Research is broad in terms of thematic areas, encompassing dance in relation 
with digital technologies, health, politics, philosophy, history and much more. Many in C-
DaRE are active artist practitioners so practice research is a core strand of our activity. The 
Centre is also home to more than 40 PhD candidates, similarly researching a wide and 
diverse range of topics and methodologies. We are increasingly involved in important 
initiatives to ensure an inclusive and equitable research community, in decolonising 
research, and acknowledging that dance has a key role to play in bringing about wider 
institutional change.   
 
I am conscious that my research interests are eclectic and various rather than located in one 
specialist area. My numerous collaborations, as well as encounters with a wonderfully 
diverse group of doctoral candidates, has enriched and expanded my research. I have 
sought to contribute to advancing research in dance, whether it is through contributing to 
editing journals, to peer reviewing for publishers and for grant making bodies, and by 
serving as a panellist for the UK’s Research Excellence Framework exercise. All these 
activities have contributed to my ongoing research. But decades later, after those early and 
sometimes naïve questions, I am seeking new opportunities to explore connections 
between those different strands. I have latterly asked questions about how digital 
technologies are often built on normative assumptions about the body. Recent explorations 
of using motion capture technology with dancers with disabilities revealed how all stages of 
the process need to be more aware of bodily and cognitive difference, challenging 
normative assumptions about how we move through time and space.  
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My next project will be another opportunity to look for new connections. Working with 
surgeon and academic Roger Kneebone, known for his collaborations with experts in highly 
diverse fields, we will be exploring what it means to perform in widely different contexts. I 
hope the research will contribute new understandings about the unique knowledge that 
dancers hold, and uncover new epistemological issues to feed future dance research. 
 
As I reflect back over the past decades I am aware that dance research has matured over 
these years and has established itself as a respected discipline in its own right. Dance has 
been through so many changes and dance research has flourished but its future is much 
more precarious in the UK, as dance continues to disappear from secondary and tertiary 
education. With pressures on Universities to ensure financial viability, dance is being 
squeezed or reshaped in the UK Higher Education sector, and not always in sympathy with 
its core values. My attention has recently turned towards advocating for the need to 
safeguard dance and to finding ways to ensure that dance research continues to secure 
funding and so can thrive. Working with the AHRC we have launched the Dance Research 
Matters campaign to bring together dance researchers at all career stages, both across and 
beyond the UK, to share ideas on why dance research matters30. Together with my 
colleagues, and many others who I would have liked to have mentioned by name, I hope I 
can continue to contribute to ensuring a future for dance research that is open, inclusive, 
rigorous and impactful.  
  
Selected additional publications not cited: 
 
2006  ‘Issues of style in dance analysis: choreographic style or performance style?’ in Rachel Duerden & Neil 

Fisher, editors. Dancing off the Page: Integrating performance, choreography, analysis and 
notation/documentation. London: Dance Books, pp. 118-127. 

2012 ‘The poetics of motion capture and visualization techniques: the differences between watching real 
and virtual dancing bodies’ in Dee Reynolds & Matthew Reason, editors, Kinesthetic Empathy in 
Creative and Cultural Practices. Bristol:  Intellect, pp. 263-279.  

2014 Dance, Somatics and Spiritualities: Contemporary Sacred Narratives Leading voices in the field (co-
edited with Amanda Williamson, Glenna Batson & Rebecca Weber) Bristol: Intellect. 

2015 ‘Motion Capture and The Dancer: Visuality, Temporality and the Dancing Image’ in Sarah Whatley, 
Natalie Garrett Brown and Kirsty Alexander, editors, Attending to Movement: Somatic Perspectives on 
Living in this World. Bridport: Triarchy, pp.  193-204. 

2017  ‘Somatic Practices - how motion analysis and mind images work hand in hand in dance’ in Bertram 
Müller & Sebastian Wolf, editors, Handbook of Human Motion. Switzerland: Springer, pp. 1-15. 

2017  ‘Documenting dance: tools, frameworks and digital transformation’ in Toni Sant, editor,  
Documenting Performance: The Context and Processes of Digital Curation and Archiving. London:  
Bloomsbury, pp. 283-304. 

2017 'Transmitting, Transforming, and Documenting Dance in the Digital Environment: What Dance Does 
Now that It Didn’t Do Before,' The Drama Review, Vol. 61, No. 4. pp. 78-95.  

2018 Digital Echoes: Spaces for Intangible and Performance-based Cultural Heritage. (co-edited with Rosa 
Cisneros & Amalia Sabiescu). London: Palgrave Macmillan.  

2018  ‘Transcending Boundaries: Improvisation and disability in dance’ in Vida Midgelow, editor, Handbook 
on Improvisation in Dance. Oxford: Oxford University Press, pp. 407-424. 

2018 ‘11 Million Reasons: Transmitting Inclusion in Dance’ in Simon Ellis, Hetty Blades & Charlotte Waelde, 
editors,  A World of Muscle, Bone & Organs: Research and Scholarship in Dance. Coventry: C-DaRE at 
Coventry University, pp. 163-184. 

2019  ‘Digital Preservation of Dance: Absence and Inclusion’ in Helen Thomas and Stacey Prickett, editors, 
Routledge Companion to Dance Studies. Abingdon: Routledge, pp. 311-322. 
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2020 Creative Potential in Error and Ambiguity: A Multidisciplinary Reader (co-edited with Sita Popat). 
Basingstoke: Palgrave Macmillan.  

2020 Dance Fields: Staking a Claim for Dance Studies in the Twenty-first Century (co-edited with Ann David 
and Michael Huxley) Binsted: Dance Books.  

2020 Art and Dance in Dialogue: Body Space Object (co-edited with Imogen Racz, Katerina Paramana & 
Marie-Louise Crawley) Basingstoke: Palgrave Macmillan. 

1  Gideon Avrahami danced with Ballet Rambert between 1968 and 1975 and was then Artistic Director of 
EMMA Dance in the East Midlands before joining Leicester Polytechnic. 
2 Jayne Stevens and Michael Huxley continued teaching at Leicester Polytechnic, which became De Montfort 
University, until their recent retirements.  
3  My first texts include some that are still core today, including Mabel E Todd’s The Thinking Body (1937), 
Margaret H’Doubler’s Dance: a Creative Arts Experience (1957), Doris Humphrey’s The Art of Making Dances 
(1959), Clifford Geertz’s The Interpretation of Cultures (1973), Susanne Langer’s Feeling and Form (1953); 
Marcia Siegel’s The Shapes of Change (1979); Susan Sontag’s Against Interpretation (1967) and Joseph Mazo’s 
Prime Movers: The Makers of Modern Dance in America (1977). 
4 I joined Jointwork Dance Group, the Gregory Nash Group, and performed my own solo dance work, mostly in 
collaboration with composers, including Christopher Best. 
5  Dance was taught in many schools in Coventry at that time (up to GCSE and ‘A’ Level), often by dance 
specialists. We held an annual showcase of dance in schools and youth groups at the city’s Belgrade Theatre 
each year, drawing hundreds of young dancers to perform. Dance has since disappeared from most schools in 
the city. Notable graduates from CCPA include Martin Lawrance, who choreographed and performed with the 
Richard Alston Dance Company for many years, and Kerry Nicholls who leads her own company; Kerry Nicholls 
Dance). 
6  I acknowledge and appreciate Judy Van Zile’s astute discussion on this point in her own Approaches to Dance 
essay in this series (Volume 39.2; p.267). 
7 The Dartington Dance Festivals ran in the 1970s and early 1980s; see Jacky Lansley & Fergus 
Early (2018) ‘Radical connections: the Dartington Dance Festival/X6 Dance Space axis’, Theatre, Dance and 
Performance Training, Vol. 9 No. 3, pp. 380-388. 
8 I was founding and principal editor of the journal until 2021 and now continue my connection through being 
a member of the editorial board. See https://www.intellectbooks.com/journal-of-dance-somatic-practices. 
9 Laszlo Felfoldi (1999) ‘Folk dance research in Hungary: Relations among theory, fieldwork and the archive’, in 
Theresa Buckland, editor, Dance in the Field: Theory, Methods and Issues in Dance Ethnography. London: 
Palgrave Macmillan, pp. 55-70: Anca Giurchescu (1984) ‘European perspectives in structural analysis of dance,’ 
Report on the Third Study of Dance Conference, University of Surrey: “Dance, A Multicultural Perspective’, pp. 
33-48. Surrey: National Resource Centre for Dance. 
10 I am indebted to both Stephanie Jordan and Helen Thomas for their support throughout my PhD journey 
and since. I would also like to acknowledge Rosemary Brandt, whose expert choreological knowledge was such 
an inspiration during my PhD. 
11  Adrienne Kaeppler (1972) ‘Method and theory in analyzing dance structure with an analysis of Tongan 
dance,’ Ethnomusicology, Vol. 16, No, 2, pp. 173-217; Judith Lynne Hanna (1987) To dance is human: A theory 
of nonverbal communication. Chicago: University of Chicago Press; Drid Williams (1991) Ten Lectures on 
Theories of the Dance. Lanham: The Scarecrow Press.  
12  See Sarah Whatley, ‘Dance Identity, Authenticity and Issues of Interpretation with Specific Reference to the 
Choreography of Siobhan Davies’, Dance Research, Vol. 23, No. 2 (Winter), pp. 87-105. 
13 Sarah Whatley (2002) Beneath the Surface: The Movement Vocabulary in Siobhan Davies’ choreography 
since 1988. Unpublished PhD thesis, University of Surrey, Roehampton. 
14  This was before YouTube, Vimeo and a number of other platforms that led to the free circulation of audio-
visual dance content.  
15  Some of these publications include: Sarah Whatley, Paul Allender & Ross Varney (2008) ‘Digitizing Siobhan 
Davies Dance’, Body, Space and Technology Journal, Vol, 7, No. 2; Sarah Whatley & Ross Varney (2009) ‘Born 
Digital: Dance in the Digital Age’, International Journal of Performance Arts and Digital Media, Vol. 4, No. 1, pp. 
51-64; Sarah Whatley (2009) ‘Archives of the Dance: Siobhan Davies Dance Online,’ Dance Research, Vol. 26, 
No. 2 (Winter), pp. 244-257; Sarah Whatley (2013) ‘Recovering and reanimating ‘lost’ traces; the digital 
archiving of the rehearsal process in Siobhan Davies RePlay’, Dance Research, Vol. 31, No. 2, pp. 144-156; 
Sarah Whatley (2013) ‘Siobhan Davies RePlay; (re)visiting the digital archive’, International Journal of 
Performance Arts and Digital Media, Vol. 9, No. 1. pp. 83-98; Sarah Whatley (2013) ‘Siobhan Davies RePlay: 
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corporeality and materiality in the online environment’, Scene, Vol. 1, No. 1. pp. 135-148; Sarah Whatley 
(2013) ‘Dance encounters online; digital archives and performance’ in Rune Gade and Gunhild Borggreen, 
editors, Performing Archives/Archives of Performance. University of Copenhagen Museum: Tusculanum Press, 
pp. 163-178; Sarah Whatley (2014) ‘Digital Inscriptions and the Dancing Body; expanding territories through 
and with the archive,’ Choreographic Practices. Vol. 5, No, 1. pp. 121-138; Sarah Whatley (2016) ‘Archiving the 
dance; making Siobhan Davies RePlay‘ in Maaike Bleeker, editor, Transmission in Motion. Abingdon: 
Routledge, pp. 86-93.  
16  I later worked on the Digital Dance Archives project, funded again by the AHRC, which featured a number of 
archives in the National Resource Centre for Dance (NRCD) at University of Surrey, as well as RePlay. Digital 
Dance Archives had an even shorter life than RePlay and disappeared after only a few years but the collections 
continue to be preserved (in analogue form) at the NRCD. See https://www.surrey.ac.uk/national-resource-
centre-dance/projects/digital-dance-archives. 
17 See DanceTraces:  https://dancetraces.files.wordpress.com/2010/11/final-analysis-report1.pdf. 
18 Table of Contents (2014) was developed with specific reference to the content in RePlay, which Davies 
described as ‘compost’ for her creative work (see Whatley, 2014). Other works by Davies since 2009 have had 
an archival focus, including the film collaboration with David Hinton All This Can Happen (2012) and her 
collaborative work Material/Rearranged/To/Be (2017). Davies is now an Associate Professor in C-DaRE.  
19  The audio-visual content is securely held now at the Siobhan Davies Studios but for the time being is no 
longer available online or accessible to users.  
20 Core reference points for my own research include the ‘Archives of the Dance’ series in Dance Research, and 
several texts including Diana Taylor (2003) The archive and the repertoire. Durham: Duke University Press; 
Andre Lepecki (2010) ‘The body as archive: Will to re-enact and the afterlives of dances’ Dance Research 
Journal, Vol. 42, No. 2, pp. 28-48; and Carolyn Steedman (2002) Dust: The archive and cultural history. New 
Jersey: Rutgers University Press.  
21 Example publications include Sarah Whatley (2007) ‘Dance and Disability; the dancer, the viewer and the 
presumption of difference,’Research in Dance Education, Vol. 8, No. 1, pp. 5-25; Sarah Whatley (2010) ‘The 
Spectacle of Difference; Dance and Disability on Screen,’ International Journal of Screendance, Vol. 1, No, 1, 
pp. 41-52; Sarah Whatley & Kate Marsh (2017) ‘Making no difference; inclusive dance pedagogy’ in Stephanie 
Burridge and Charlotte Svendler Nielsen. Editors, Dance, Access and Inclusion: Perspectives on Dance, Young 
People and Change. Abingdon, Routledge, pp. 2-11; Sarah Whatley (2018) ‘Accidental Leaders: Inclusion, 
Career Pathways, and Autonomy among dancers with disabilities’ in Bree Hadley & Donna McDonald. Editors, 
Routledge Handbook of Disability Arts, Culture, and Media Studies. Abingdon: Routledge, pp. 323-335.  
22  The AHRC-funded Invisible Difference: Dance, Disability and Law project 
https://gtr.ukri.org/projects?ref=AH%2FJ006491%2F1 began an ongoing research collaboration with my now 
colleague, Charlotte Waelde, which has led to a number of projects that explore dance/law relationships. The 
project led to several publications including an edited collection; Sarah Whatley, Charlotte Waelde, Abbe 
Brown, Shawn Harmon, Karen Wood, Hetty Blades (editors) (2018) Dance and Disability: Invisible difference, 
Bristol: Intellect.  
23 The AHRC-funded Resilience and Inclusion: Dancers as Agents of Change project 
https://gtr.ukri.org/projects?ref=AH%2FP003702%2F1 
24  These project include Europeana Space https://www.europeana-space.eu/project/; RICHES 
https://www.riches-project.eu/; Civic Epistemologies https://www.civic-epistemologies.eu/; WhoLoDancE 

http://www.wholodance.eu/; REACH https://www.reach-culture.eu/;  Kaleidoscope 
https://fifties.withculture.eu/home; Cultural Moves https://culturemoves.eu/; WEAVE https://weave-
culture.eu/. 
25 See WhoLoDancE http://www.wholodance.eu/. 
26 Publications from the project include Rosa Cisneros, Kathryn Stamp, Sarah Whatley, Karen Wood (2019) ‘ 
 ‘WholoDancE: digital tools and the dance learning environment,’ Research in Dance Education, Vol. 20, No, 1. pp 
54-72; Rosa Cisneros, Karen Wood, Sarah Whatley, Michele Buccoli, Massimiliano Zanoni, Augusto Sarti (2019)  
 ‘Virtual Reality and Choreographic Practice: The Potential for New Creative Methods.’ Body, Space, Technology, Vol. 
18, No. 1; Rosa Cisneros, Sarah Whatley, Karen Wood (2017) 'Motion Capturing Emotions,' Open Cultural Studies, 
Vol. 1, No. 1, pp. 504-513.  
27 See Jon May, Emma Redding, Sarah Whatley, Klara Łucznik, Lucie Clements, Rebecca Weber, John Sikorski, 
Sara Reed (2020) ‘Enhancing creativity by training metacognitive skills in mental imagery,’ Thinking Skills and 
Creativity, Vol. 38, p. 100739.  
28 CCPA was incorporated into Coventry University in 1995, establishing the Department of Performing Arts.  
29 See http://c-dare.co.uk. 

https://www.surrey.ac.uk/national-resource-centre-dance/projects/digital-dance-archives
https://www.surrey.ac.uk/national-resource-centre-dance/projects/digital-dance-archives
https://dancetraces.files.wordpress.com/2010/11/final-analysis-report1.pdf
https://gtr.ukri.org/projects?ref=AH%2FJ006491%2F1
https://gtr.ukri.org/projects?ref=AH%2FP003702%2F1
https://www.europeana-space.eu/project/
https://www.riches-project.eu/
https://www.civic-epistemologies.eu/
http://www.wholodance.eu/
https://www.reach-culture.eu/
https://fifties.withculture.eu/home
https://culturemoves.eu/
https://weave-culture.eu/
https://weave-culture.eu/
http://www.wholodance.eu/
https://eur01.safelinks.protection.outlook.com/?url=http%3A%2F%2Fc-dare.co.uk%2F&data=04%7C01%7Cadx943%40coventry.ac.uk%7C947db3dae0554e24f13108d9d4438e84%7C4b18ab9a37654abeac7c0e0d398afd4f%7C0%7C0%7C637774208876892713%7CUnknown%7CTWFpbGZsb3d8eyJWIjoiMC4wLjAwMDAiLCJQIjoiV2luMzIiLCJBTiI6Ik1haWwiLCJXVCI6Mn0%3D%7C3000&sdata=ryI%2BJZcKXhZYCSk00rWlIZiwEFHOO2h3xgXB7zPdbbQ%3D&reserved=0
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30 See https://danceresearchmatters.coventry.ac.uk/ 
 

https://danceresearchmatters.coventry.ac.uk/
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