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ABSTRACT 

The arts, in particular dance programmes, is one area where there is a need for disability inclusion 

due to ongoing exclusive practices and a resultant lack of participation of people with disabilities. 

There appears to be a dearth of literature on how inclusive dance is experienced and a need to 

better understand the experiences of inclusivity. The aim of this study was therefore to explore and 

describe the perceptions and experiences of dancers who participate in an inclusive dance 

company. The objectives were: to explore and describe dancers’ perceptions and experiences 

regarding the approach to dance practices, teaching principles, and training used in an inclusive 

dance company; to explore and describe dancers’ perceptions and experiences regarding their 

personal and professional development since being members of the company; to explore and 

describe dancers’ perceptions and experiences regarding adaptations made in dancing together and 

to explore and describe dancers’ perceptions and experiences about the value of inclusive dance 

practices. The study took place at an Arts Theatre Centre, with an associate inclusive dance 

company. The researcher employed a qualitative research approach and exploratory-descriptive 

research design and utilised purposive sampling in particular, snowball sampling to select 

participants for the study. Furthermore, the researcher implemented semi-structured interviews and 

focus groups as data-collection methods. All interviews and the focus group discussions were 

audio recorded, transcribed verbatim, and analysed through reflexive thematic data analysis. The 

methods of member checking, peer review, reflexivity, and an audit trail ensured the 

trustworthiness of the study. The researcher obtained the required ethics clearance from the 

University of the Western Cape (UWC) Humanities and Social Sciences Research Ethics 

Committee (HSSREC). The study informs the development of inclusive dance programmes in 

South Africa, as well as for the facilitation of inclusion in wider society. 
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LIST OF DEFINITIONS 

Disability: The loss or limitation of opportunities to take part in community life on an equal level 

with others due to physical and social barriers (McCormack & Collins, 2012). 

Inclusion: Inclusion is regarded as a universal human right and aims at embracing the diversity of 

all people irrespective of race, gender, disability or any other differences so that everyone can fully 

participate in society with no restrictions or limitations. It is about equal access and opportunities 

for all and eliminating discrimination and intolerance. (Department of Social Development, 2016).  

Inclusive dance: Inclusive dance encourages participation opportunities for individuals of all 

abilities. Inclusive dance provides opportunities for participants with and without disabilities to 

share a dance space (Dinold & Zitomer, 2015). 

Occupation: Occupations refer to the things that people do in their everyday lives (Hammell, 

2017). 

Occupational therapy: Occupational therapy is a client-centred health profession concerned with 

promoting health and well-being through occupation. The primary goal of occupational therapy is 

to enable people to participate in the activities of everyday life. Occupational therapists achieve 

this outcome by working with people and communities to enhance their ability to engage in the 

occupations they want to, need to, or are expected to do, or by modifying the occupation or the 

environment to better support their occupational engagement (WFOT 2012, cited in Rica, 2019). 

Qualitative research: Qualitative research involves an interpretive, naturalistic approach to the 

world. Qualitative research is a form of inquiry in which researchers make an interpretation of 

what they see, hear, and understand (Creswell, 2007). 
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CHAPTER 1: INTRODUCTION 

1.1 Background to the study 

Globally, there are a total number of one billion people with disabilities (McKinney & Amosun, 

2020). South Africa has a national disability prevalence rate of approximately 7.5%, which 

amounts to 2,870,130 persons with disabilities (Stats SA, 2014). In South Africa, people with 

disabilities face various forms of discrimination. One of the reasons for this is the stigmatisation 

of people with disabilities, which leads to their social exclusion from full participation in society. 

The promotion of inclusion in the context of disability thus requires attention (SAHRC, 2017). 

The arts, and in particular dance programmes, is one area where there is a need for disability 

inclusion due to ongoing exclusive practices and a resultant lack of participation of people with 

disabilities (Ariefdien, 2016). 

Dance is viewed as a discipline that is generally not perceived as suitable for persons with 

disabilities (Ariefdien, 2016). This can be attributed to narrow visions of the physical appearance 

of a dancer (Sawyers, 2017). Inclusion however allows equitable access and opportunities for 

everyone to reach their potential (Urmston & Aujla, 2021). Dance is growing in popularity as it 

fosters connections with oneself and others, as well as the wider world; and for the last decade has 

seen a welcome increase in the number of dancers with disabilities performing in professional 

dance companies (Whatley, 2013). These dance companies are referred to as inclusive dance 

companies and follow inclusive dance practices.  

1.2 Problem statement 

South Africa is regarded as a free and just society inclusive of all persons with disabilities as equal 

citizens, as outlined in the vision of the White Paper on the Rights of Persons with Disabilities 
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(Department of Social Development [DSD], 2016) that is aligned with Vision 2030 of the National 

Development Plan, the Integrated National Disability Strategy (INDS, 1997) and the United 

Nations Convention on the Rights of Persons with Disabilities (UNCRPD, 2006). The vision 

portrayed in these policies are critical in addressing the inclusion of people with disabilities in 

mainstream society. 

According to Aujla & Redding (2013), dance is an enjoyable activity and offers a potential career 

path for youth with disabilities, yet they face several barriers to training. This is despite the value 

of inclusive dance practices in establishing nurturing environments that facilitate creativity, self-

development, and a sense of belonging for all dancers (Aujla, 2021). Inclusive dance education 

allows for artistic, learning, and teaching principles to be interwoven within an inclusive pedagogy 

(Aujla, 2021). Ariefdien (2016) however asserts that the performing arts are generally not 

perceived as a worthwhile activity, never mind a career, for persons with disabilities. Likewise, 

Aujla (2021) notes how non-disabled dancers have been the societal norm while dancers with 

disabilities have been viewed as objects of concern and attention. Disability does however provide 

a powerful challenge to the prevailing dance aesthetic, which tends to privilege the acquisition of 

a so-called flawless body (Whatley, 2013). 

If the idea that only people without disabilities can participate in dance is perpetuated, it 

strengthens the exclusion of persons with disabilities from dancing (Dinold & Zitomer, 2015). 

Hence, it is not surprising that barriers including discriminatory attitudes, lack of training 

opportunities, and restricted physical access and information about access are some of the most 

prevalent barriers to inclusion experienced by dancers with disabilities (Aujla & Redding, 2013). 

For example, equal access to formalised dance training for youth with disabilities who may wish 

https://uwcscholar.uwc.ac.za/home



3 
 

to develop their talent is a challenge (Aujla & Redding, 2013; Urmston & Aujla, 2021). Also 

challenging are training opportunities and establishing career paths to becoming a professional in 

a performing dance company (Burridge & Nielsen, 2017). As a result, professional dancers with 

disabilities often learn on the job and carve out their own path towards performing within a 

company (Burridge & Nielsen, 2017).  

The focus of this study was on the perceptions and experiences of dancers who participate in an 

inclusive dance company. The research setting was a performing arts theatre centre in Cape Town, 

South Africa. The research was conducted within one of the centre’s associates, an inclusive dance 

company, which is a performing arts organisation whose vision is to encourage the inclusion of 

people with disabilities within society through the Arts.  

According to the World Health Organisation (WHO, 2010), arts and culture programmes 

contribute significantly to the well-being of society. There is a dearth of research that explores the 

perspectives of people with disabilities on their experiences of inclusion, including their 

engagement in arts and culture and in dance training and practices. There is a need to understand 

the experiences of inclusivity better and to use the knowledge generated to further inclusivity. The 

relevance of this study thus lies in the way it addresses the lack of literature that explores people 

with disabilities’ perspectives of inclusive dance practices and inclusion in general. Generating an 

understanding of the perspectives and experiences of dancers who participate in inclusive dance 

companies can ensure the development of inclusive dance practices that are relevant, effective, 

and accessible for all dancers. 
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1.3 Research question 

The research question addressed in this study was: What are dancers’ perceptions and experiences 

of their participation in an inclusive dance company?  

1.4 Aim and objectives 

1.4.1 Aim 

The aim of the study was to explore and describe the perceptions and experiences of dancers who 

participate in an inclusive dance company. 

1.4.2 Objectives 

The objectives were: 

I. To explore and describe dancers’ perceptions and experiences regarding the approach to 

dance practices, teaching principles, and training used in an inclusive dance company. 

II. To explore and describe dancers’ perceptions and experiences regarding their personal and 

professional development since being members of the company. 

III. To explore and describe dancers’ perceptions and experiences regarding adaptations made 

in dancing together. 

IV. To explore and describe dancers’ perceptions and experiences about the value of inclusive 

dance practices.  

1.5 Methodology 

The researcher adopted an interpretive, qualitative approach and applied an explorative-descriptive 

study design. Semi-structured interviews and focus groups were utilised as data-collection 
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methods to gain an in-depth understanding of the perceptions and experiences of dancers 

participating in inclusive dance practices. This is discussed in detail in Chapter 5.  

1.6 Study purpose and significance 

The purpose of the study was to explore and describe the perceptions and experiences of dancers 

who participate in inclusive dance practices. The significance of the study lies in the generation of 

knowledge to inform the development of inclusive dance programmes in South Africa. It further 

provides supporting evidence for advocacy for the development and provision of inclusive dance 

companies to ensure the inclusion of all dancers and those who may have a developing interest. 

Lastly, the findings of the study are useful in providing direction for the further development of 

inclusive dance programmes that will focus on integration.  

1.7 Thesis outline   

This thesis comprises the following chapters:  

Chapter 1: Introduction  

This chapter provides the background and problem statement of the study. This is followed by the 

research question, aims and objectives, and the purpose and significance of participating in 

inclusive dance practices. 

Chapter 2: Literature review 

This chapter presents the theoretical framework underpinning the study, together with a 

comprehensive review of the literature. In addition, it presents existing literature that is available, 

with specific reference to inclusive dance practices and disability inclusion. It also encompasses 

similar studies carried out, irrespective of the field of study in which these were conducted.  
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Chapter 3: Methodology 

This chapter encompasses the research approach, how participants were recruited and selected, 

data collection methods, the process of analysis, and concludes with a discussion of rigour, 

trustworthiness, and ethics.  

Chapter 4: Findings 

This chapter depicts the participants’ interpretation of their lived experience of inclusive dance 

practice, as people with and without a disability, as well as the researcher’s endeavours to 

understand their interpretations.  

Chapter 5: Discussion 

The researcher interprets the findings in accordance with the objectives in the context of the extant 

literature. Moreover, it discusses the philosophy of occupational therapy with regard to 

occupations, based on Ann Allart Wilcock’s An Occupational Perspective of Health (2006) to 

elicit the interrelations of inclusive dance practice and how it contributes to occupational 

orientation.  

Chapter 6: Conclusion and recommendations 

In this chapter, the researcher summarises the findings and provides an answer to the research 

question, followed by recommendations. The chapter concludes by indicating both the limitations 

and significant contributions of this study.  
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CHAPTER 2: LITERATURE REVIEW 

2.1 Introduction 

This chapter reviews the literature that contextualises disability, societal understandings of 

disability, and its influence on disability inclusion. The literature reviewed considers how 

disability inclusion is addressed in the South African context and within disability- related policies. 

Prominence is given to literature that gives recognition to people with disabilities and their 

participation in arts and culture, and that pertains to inclusive dance practices. Lastly, the chapter 

presents a synthesis of the theoretical framework that underpins the study, namely, Wilcock’s 

Occupational Perspective of Health and the Affirmative Model of Disability. 

2.2 Models of disability  

People with disabilities are among society’s vulnerable minority groups (DSD, 2016) and various 

models of disability influence society’s response to disability. It is with this backdrop that an 

understanding of models of disability is important, because, as Smart (2004, as cited in Retief & 

Letšosa, 2018) points out, models serve several important purposes, such as providing definitions 

of disability, guiding the formulation and implementation of policy, and shaping society’s 

perceptions of persons with disabilities.  

What then are the factors that influence how a society perceives and responds to disability? Smart 

(2009, as cited in Zaks, 2023) asserts that models of disability provide a framework for assessing 

the origins of conceptualisations of disability within society. According to Durham and Ramcharan 

(2018, as cited in Zaks, 2023) models of disability powerfully influence all aspects of life, 

including society’s behaviour towards people with disabilities. The extent to which people with 

disabilities can access educational and employment opportunities; and the manner in which they 
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are portrayed in the media are also influenced by models of disability. Several studies (Olkin & 

Pledger 2003; Shakespeare 1996; Swain & French 2000) describe models of disability as 

individual or social-level beliefs about disability (Bogart & Dunn, 2019). These models are 

consequential, according to Hahn and Zola (1993, as cited in Dirth & Branscombe, 2017) because 

of the influence they have on psychological, political, and economic consequences associated with 

disability.  

Although there are various models of disability reflecting disability views, this review focuses on 

only a few of these models. The religious model of disability is the oldest and its primary belief is 

that disability should be considered a punishment from God for sins committed by the individual 

with a disability or their family (Retief & Letosa, 2018). According to Olivier (1990, as cited in 

Ariefdien, 2016) the marginalisation that persons with disabilities experience in society are 

informed by ideas based on epistemic (what is known) as well as ontological (what is real) 

assumptions that frame disability as a problem with(in) the individual. This explains the tendency 

of disability to be viewed in a negative light where it is associated with loss, damage, and deficit 

(Ariefdien, 2016). These presumed shortcomings are assumed to justify the exclusion of persons 

with disabilities from full community integration and participation in society (Swain & French, 

2000).  

The two models that have been primary influencers on how disability is conceptualised in society 

are the medical and social models of disability (Dirth & Branscombe, 2017). According to the 

White Paper on the Rights of People with Disabilities (WPRPD), the medical model classifies 

disability as a medical issue thus, referred to as the medical model (DSD, 2016). This implies that 

people with disabilities are assessed for their medical condition and subsequently provided with 

medical treatment for that condition (DSD, 2016). Retief and Letšosa (2018) corroborate the view 
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that the medical model regards disability as objectively negative, as not fitting into societal norms 

(Carlson, 2010) because persons with disabilities are regarded as different from what is normal 

and are seen as less than their able-bodied peers (Creamer, 2009). The model views the person 

with a disability as needing to change or to be fixed to fit the norm (Retief & Letšosa, 2018). It 

can therefore be argued that the medical model inherently perceives people with disabilities as 

imperfect and inferior to those without disabilities thereby laying the foundation for prejudice and 

discrimination towards people with disabilities (Dirth & Branscombe, 2017).  

Based on this prejudice and discriminative undercurrents to the model, it may be safe to assume 

that the medical model may have strengthened ableist beliefs in society. Ableism as reflected in 

the marginalisation experienced by persons with disabilities in society (Bogart & Dunn, 2019), 

reflects society’s bias towards comparing and categorising people based on set criteria of cognitive 

and physical standards (Davis 1995, as cited in Zitomer & Reid, 2011). Ableism believes 

individuals with disabilities are incapable of controlling their daily lives. The concepts, ideas, and 

practices of ableism thus contribute to the limited access to training opportunities, and in particular, 

inclusive dance training opportunities, experienced by people with disabilities due to architectural 

and attitudinal barriers present in society.  

The social model of disability is based on a rights-based approach and centres on the empowerment 

and equalisation of opportunities for people with disabilities (Department of Social Development 

[DSD], 2016). The model developed in opposition to the medical model and posits that it is society 

that disables; thus, disability is ultimately understood as a socially constructed phenomenon (Retief 

& Letšosa, 2018). Retief and Letšosa (2018) states that the social model endeavours to counter 

ableism in that it directly speaks to the barriers to participation experienced by people with 

disabilities. The social model takes the position that attitudinal, economic and environmental 
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barriers as well as the hegemony maintained by those who are non-disabled, impose incapacity on 

individuals through the inaccessible and hostile environments that they create (Zaks, 2023). A 

model that shares the combined notion of the medical model and social model of disability is the 

biopsychosocial model of disability, linking not only a person’s health status but also their 

environments, culture, history, politics, contexts, and temporality (Dollinger et al., 2024). A 

biopsychosocial model definition of disability includes Bio (physiological pathology), Psycho 

(thoughts emotions and behaviours such as psychological distress) and Social (socio-economical, 

socio-environmental, and cultural factors) that place individuals at a disadvantage, often 

preventing them from full participation or full acceptance within an environment (Dollinger et al., 

2024). The biopsychosocial model recognises disability does not only affect personal performance, 

but also, and importantly, how that performance is understood, accepted, and supported in context 

(Dollinger et al., 2024) 

A model strongly related to the biopsychosocial model of disability, recognising impairments and 

the challenges caused by them, is the affirmative model of disability, but with an essential 

difference in emphasis. According to Brewer et al. (2012, as cited in Retief & Letšosa, 2018) the 

affirmative model agrees with the social model’s understanding that disability is an experience 

that is socially constructed but places more emphases on disability as identity. The affirmative 

model regards disability identity as positive (Retief & Letšosa, 2018) based on the experiences and 

circumstances that have created this minority group. The affirmative model of disability is further 

discussed later in this chapter as part of the theoretical framework of this study. 

In Africa, there have been developments around Ubuntu and it’s implications for an African model 

of disability. Ubuntu is an African humanist and ethical worldview focused on the interdependence 

of humans and what makes us human (Berghs, 2017).  Ubuntu as a model of disability relates 
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impairment to the cognitive, sensory, mental, physical, and spiritual diversity that can have a 

multitude of shared meanings that a society collectively makes together over time (Berghs, 2017). 

According to Berghs (2017), Ubuntu an African model of disability has corroborated an African 

illustration of social ethics in highlighting past oppression and inequalities. The implications of 

embracing the Ubuntu model of disability in Africa mean a humanist, shared and collective action 

against social and ethical discourses and practices, in order to restore a humane society (Berghs, 

2017). 

2.3 Policy on disability inclusion 

There are clear policies on the rights of people with disabilities that offer guidelines to ensure equal 

opportunities for people with disabilities. The transformation agenda of the South African 

government post 1994 included people with disabilities as one of the marginalised groups for 

whom redress related to social justice and equity was stipulated within the Reconstruction and 

Development Programme (DSD, 2016). On 3 December 1997, the White Paper on an Integrated 

National Disability Strategy (INDS) was released in South Africa with the vision of a society for 

all. Persons with disabilities were actively involved in its development as informed by the United 

Nations Standard Rules for the Equalisation of Opportunities for Persons with Disabilities and the 

Disability Rights Charter (DSD, 2016). Later, the White Paper on the Rights of Persons with 

disabilities (WPRPD) reiterated that the social model in addressing disability remains the only 

policy stance of the South African government (DSD, 2016).  

According to the World Health Organisation (WHO, 2010), the opportunity to participate in 

cultural life is a human right and the arts is closely associated with culture. The WHO (2010) states 

that governments must ensure the right of people with disabilities to engage on an equal foundation 

with others in cultural life. This implies that they shall take measures to ensure access to cultural 
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places, performances or services for people with disabilities. (WHO, 2010). People with 

disabilities and their families should have access to various arts and cultural events and the 

inclusion of people with disabilities in artistic and cultural programmes and activities should be 

supported (WHO, 2010).  

The United Nations Convention on the Rights of Persons with Disabilities (UNCRPD), Article 30 

mandates governments to take appropriate measures to enable opportunities for people with 

disabilities to develop their creative and artistic potential. It further places people with disabilities 

as equal to others in terms of support for cultural life choices (UN, 2006). Likewise, the 

Constitution of the Republic of South Africa (1996, as cited in DSD, 2016) states that every 

individual is equal before the law with equal protection and benefit of the law, thus, ensuring 

persons with disabilities’ right to equality, non-discrimination, and human dignity. The 

Constitution is translated into the White Paper on the Rights of People with Disabilities, which 

promotes and supports the full integration of people with disabilities into society (DSD, 2016). 

The vision of the WPRPD, is to have a society inclusive of all persons with disabilities as equal 

citizens. Accordingly, all policies and legislation, across all spheres of government directly 

influence the lives of people with disabilities (DSD, 2016). The White Paper is a call to action for 

government, civil society, and the private sector to collaborate in ensuring the inclusion of persons 

with disabilities, thereby accelerating transformation towards equality of persons with disabilities 

as members of society (DSD, 2016). Occupational therapists have a role to play in disability 

inclusion to address meaningful change and establish networks for opportunities for disability 

advocacy and inter-sectoral collaborations (Ned et al., 2021). In recent years, there has been a 

move in occupational therapy education and practice to become politically conscious and prepare 

their graduates to deal with occupational injustices in rapidly changing and different political, 
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social, and economic contexts (De Jongh et al., 2012). Being politically conscious allows 

occupational therapists to critically understand the influence of politics on human occupation and 

the practice decisions they make (De Jongh et al., 2012). However, an overview of occupational 

therapy graduates’ practice experiences within primary health care services in the Eastern Cape, 

Northern Cape, and Western Cape provinces was predominantly individualized within a clinical, 

reductionistic approach with no engagement in action to address policy implementation and 

disability inclusion (Ned et al., 2021). Disability studies acknowledges occupational injustices 

inherent power dynamics around disability, that exist and need to be addressed (Ned et al., 2021). 

The implication of this is that occupational therapists need to embrace disability studies as an 

integrating tool that will challenge systematic issues that perpetuate marginalisation practices and 

thus influence future disability inclusion policy from an occupational therapy perspective. Thus, 

this study, through the utilised theoretical framework, will inform practices for advocacy and 

enhancing disability inclusion.  

2.4 Policy on disability education and training 

Education and training are crucial in the framework of an inclusive dance practice, as education is 

a fundamental right for all (UN, 2006). Ariefdien (2016) asserts that the creation of integrated 

social, cultural, and educational centres for the arts is essential for people with disabilities to 

develop and integrate into mainstream society. However, people with disabilities are not receiving 

education and training on an equal basis as their counterparts (UN, 2006) and are inclined to have 

less access to education at any level compared to their peers without disabilities (Ariefdien, 2016). 

In relation to this, evidence on the number of persons with disabilities who accessed educational 

institutions as provided by Statistics South Africa (Stats SA, 2014) revealed that 23.8% had no 

formal education, 24.6% had primary education, and 5.3% had attained higher education.  
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Education White Paper 6 which is directed to building an inclusive education and training system 

emphasise the need for inclusive education for all South Africans (Department of Education 

[DoE], 2001). If access to inclusive learning opportunities for people with disabilities is to become 

a reality, creating an inclusive curriculum starting from an early age, through to institutions of 

higher education, is essential (DoE, 2001). Inclusive curricula would not only provide quality 

education to all children but would also be a vital step in helping transform discriminatory attitudes 

and developing an inclusive society (Ariefdien, 2016). The curriculum of higher education 

institutions should therefore include disability inclusion and awareness as part of the curriculum 

to equip teachers to integrate learners within schools (Ariefdien, 2016). 

These views on inclusive education are underlined by the UNCRPD that obliges governments to 

guarantee that people with disabilities can access tertiary education, vocational training and 

lifelong learning without discrimination (UN, 2006). The UNCRPD further emphasises the 

augmentation of human potential, which includes the development of individuals with disabilities 

in their mental and physical abilities as well as creativity (UN, 2006). This implies that disability 

and diversity in dance studies could be included as an example of artistic creativity. Teachers 

should be encouraged to promote a more inclusive approach by engaging, collaborating, and 

integrating artists with different abilities to create more inclusiveness and equal opportunities for 

all (Ariefdien, 2016).  

Drawing on the guidelines put forward by the UNCRPD, Ariefdien (2016) argues that it is 

questionable that educational institutions have not adequately adopted universal design as 

possibilities for equal opportunities for people with disabilities pursuing inclusive dance. Meaning, 

creating equal opportunities to a universally accessible facility, environment, or service that 
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accommodates everyone safely and with dignity to the extent that they can operate in the system 

(DSD, 2016). The guiding principles for the universal design of learning would then, for example, 

include diverse genres of representation, action, and engagement (DSD, 2016).  

Universal access to create opportunities for inclusive dance would also include universal design 

for learning (UDL) by incorporating the educational experience for learners (DSD, 2016). The 

principles of UDL characterised by its adaptability and ease, are designed to provide all individuals 

equal opportunities to learn (DSD, 2016). UDL allows teachers to design an environment with 

multiple points of entry for every learner, leading to an aesthetic that is both universal and flexible 

(DSD, 2016).  

In view of all that has been mentioned so far, one may suppose that universal access and UDL will 

change the trajectory of inclusive dance to enhance the scope of interest and bridge the gap for 

equal training opportunities for people with disabilities and their counterparts. Collectively, the 

policies and guidelines mentioned in this section outline crucial challenges faced by artists with 

disabilities, highlighting the need for inclusion in the arts to be addressed in centres of learning 

(Ariefdien, 2016).  

2.5 Policy on the implementation of the arts 

According to the UNCRPD Article (30), participation in cultural life requires governments to 

promote access and participation in related activities for people with disabilities (UN, 2006). South 

Africa is experiencing a cultural rebirth as the arts are undergoing a transformation process and 

empowering creative voices throughout the country (Department of Sports, Arts & Culture, 2020). 

The Arts and culture White Paper envisions arts and culture as significant and valuable areas of 

social and human endeavours (RSA, 2023). The White Paper guides the processes required to 
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implement a vision in which arts, culture, and heritage are developed, practiced, and celebrated 

among all individuals and outlines the necessary changes to ensure a transformation (RSA, 2023). 

An important priority of the Arts and Culture White Paper (RSA, 2023) was the establishment of 

the National Arts Council (NAC) to support and facilitate access and participation, and bring 

equity to the arts and culture sector.  

2.6 Inclusive dance 

Inclusive dance, a term used internationally, refers to access and opportunities for participants with 

and without disabilities to share a dance space, allowing everyone to be accepted and to contribute 

to the creative and learning process (Dinold & Zitomer, 2015). In South Africa, the term integrated 

dance is used in the theatrical context where professional contemporary dancers and disabled 

dancers, often of diverse abilities, come together (Samuel, 2017). Artists dancing together in the 

context of an integrated dance company engage in workshopping and improvisatory techniques 

through their diverse dance theatre skills, language, and level of professional expertise (Samuel, 

2017). This study uses the term inclusive dance, as it relates to the experiences of the inclusive 

practices of dancers with and without disabilities and not only to their integration.  

Dinold and Zitomer (2015) state that one of the challenges in teaching inclusive dance involves 

adapting teaching methods and materials to accommodate a diverse range of abilities within the 

same classroom environment. Anderson (2015) argues that often form-based dance approaches are 

still based on specific bodily aesthetics, where those with disabilities are expected to mimic able-

bodied forms. She contends that inclusive dance should encourage a non-hierarchal paradigm that 

fosters autonomy for all to contribute to choreography. Anderson (2015) also proposes using a 

different approach, such as principle-based choreography, where the dancer with a disability 
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creates the movement from their own interpretation and understanding to create a more inclusive 

aesthetic. 

2.6.1 Inclusive dance practices, approaches and principles 

A specific teaching methodology for inclusive dance has not been fully determined yet, and it is 

still highly dependent on the inclusive dance companies themselves to explore. This may be 

attributed to the practice of inclusive dance being a relatively new form of dance in many countries 

and the limited research on the practice, methods, and principles of inclusive dance. Preliminary 

work on the practices, approaches, and principles of inclusive dance has been conducted through 

borrowed non-traditional teaching methods to accommodate the diverse nature of inclusive dance. 

One such non-traditional and unfamiliar methodology described by Anderson (2015) is principle-

based choreography, used mostly by teachers and those leading in improvisation. Anderson (2015) 

explains that principle-based work combines improvisation and finding the specificity of 

movement styles that allow dancers to rigorously align their personal style with their own bodies 

and experiences. In her opinion, a disability aesthetic benefits the personification of dancers with 

disabilities by allowing their bodies to set guidelines for beauty and value. 

Similarly, Jane Hawley (2022) designed the Movement Fundamentals curriculum, which 

combines theories, ideas and different stages to enable all bodies to create and work together. 

Hawley maintains that Movement Fundamentals facilitates thinking through the body, establishing 

an inclusive framework for connecting, and learning and creating together. Hawley asserts that 

such a curriculum, coupled with the dance form of Contact Improvisation, provides training 

through imagery and sensory awareness. The body is therefore understood and experienced as an 
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intelligent instrument, while the integration of body, mind, and spirit contributes to the dancer's 

development of self as an engaged and engaging individual (Hawley, 2022).  

Patricia Reedy (2013), an author who embraces a principle-based approach, recognises the 

essential principles of UDL and its benefits to all students, as well as its connection to art education 

and inclusivity. Reedy's (2013), work in UDL has explored strategies for fostering connections 

and uniting children through dance, providing opportunities for access and learning in various 

ways and highlights three UDL strategies to create an environment with multiple points of entry 

for every student, resulting in a universal aesthetic. The first guideline encourages teachers to use 

multiple means of illustration when teaching; the second UDL guideline is expression, where 

teachers can present multiple opportunities for students to demonstrate what they know; while the 

third UDL guideline encourages teachers to provide multiple means of engagement (Reedy, 2013). 

 A principle-based approach methodology, as described by the authors above, allows those with 

disabilities to be leaders in dance thereby shifting ableism and its embedded assumptions about 

dance abilities within this artistic area (Anderson, 2015). Thus, Anderson (2015) asserts that it is 

important to encourage all dancers to develop their own choreographies to create a new aesthetic 

through a variety of movement options. Anderson (2015) further emphasises that in facilitating 

inclusion, both choreographers and teachers share the responsibility of shaping how society 

perceives and values the body.  

2.6.2 Lack of training for instructors and dancers in inclusive dance practices 

 A qualitative study conducted to explore the perceptions and experiences of teachers teaching 

dance in public schools in Western Canada, highlighted barriers to training opportunities for 

children with disabilities as a lack of sufficient resources such as accessible buildings and 

https://uwcscholar.uwc.ac.za/home



19 
 

instructional assistants, as well as a general lack of disability awareness (Zitomer, 2017). These 

findings concur with the views of Whatley (2013), who asserts that the need for dance teachers to 

become more inclusive by altering the curriculum without compromising training excellence. This 

may be explained by the fact that dance teachers’ training curricula generally do not include the 

tenet of disability inclusion (Aujla & Redding, 2013). There is a need for awareness and advocacy 

to change attitudes towards dance as meaningful occupation of people with disabilities. 

Given the limited amount of academic research conducted in this area, the researcher drew on 

international literature on the specific approaches and training opportunities available. Dance 

training for people with disabilities appears to be primarily aimed at leisure rather than a specific 

technical development of professional caliber. Verrent (2003, cited by Aujla & Redding, 2013) 

indicates that many performing artists with disabilities entering the performing art sector follow 

individual routes within a disability-specific company rather than via mainstream training routes. 

This suggests that dancers with disabilities lack the opportunity to receive the same level of 

training as their non-disabled peers, because of existing training being highly inaccessible 

(Burridge & Nielsen, 2017). Likewise, Aujla et al. (2013) argue that equal opportunities related to 

rigorous dance training often spanning several years that are available to non-disabled dancers, 

should also be offered to dancers with disabilities. 

This training deficit has also been recognised by inclusive dance company, Stopgap in the United 

Kingdom (UK), that developed alternative training to adequately develop trained dancers with 

disabilities. The training offered by the company was developed through troubleshooting and 

improvisation as the company did not have prior examples or knowledge to use as a reference 

(Burridge & Nielsen, 2017). This view is supported by some researchers, as it is accepted that 
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formal technique in an inclusive dance company may not be appropriate for all because of the 

imbalance of training. Improvisation as an approach is thus principally adopted to allow for the 

participation of all dancers (Benjamin, 2013; Whatley, 2013). 

2.7 Development of disabled dancers 

People with disabilities have utilised the theatre and dance as a means to their self-development 

and to advocate human rights approaches to disability (WHO, 2010). The WHO (2010) emphasises 

the importance of community-based rehabilitation (CBR) as a vehicle for the networking of people 

with disabilities who share similar interests in culture and the arts. The benefits of this kind of 

networking would be the co-ordination of programmes and establishing partnerships with 

organisations to develop and accelerate the advancements of specific disability arts projects, as 

well as supporting new art forms (WHO, 2010).  

2.7.1 Work with mainstream organisations and groups  

Samuel (2017) refers to disability dance as all persons with disabilities who define themselves as 

dancers, and states that disability dance performances are created by, with, and for persons with 

disabilities. For Hermans (2016) dance is a social encounter that mediates and influences social 

meanings even when shared through movement of the body. WHO (2010) emphasises that art and 

culture have in many instances been a source of support for marginalised individuals and can thus 

influence and question discriminatory practices in society to promote social change and 

mainstream representations of disability. Art is therefore a useful medium for people with 

disabilities to portray an inclusive perspective to the world. The implementation of CBR 

programmes can thus contribute to the positive portrayal of people with disabilities through 

cultural and artistic media, for example, theatre and dance (WHO, 2010). 
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According to the WHO (2010), community-based rehabilitation (CBR) programmes are essential 

to the development of people with disabilities to ensure that reasonable accommodation is made 

to enable their inclusion, such as modifying buildings, to ensure physical access. CBR support 

disability initiatives to develop diversity training with various cultural and arts programmes 

focused on disability awareness and inclusion. Furthermore, CBR actively advocates for 

employment opportunities in cultural and arts programmes to ensure the participation of people 

with disabilities (WHO, 2010). CBR promote early child development by encouraging inclusive 

art education from a young age and in school settings, giving children with disabilities 

opportunities to appreciate and participate in cultural and artistic activities (WHO, 2010). CBR 

can therefore be valuable to assist in cultivating the development, skills, and knowledge of 

interested artists and to facilitate access to tertiary dance training and companies.  

2.8 Theoretical framework 

2.8.1 Ann Wilcock’s Occupational Perspective on Health  

Occupations refers to people’s everyday activities encompassing self-care, productivity, and 

leisure (Hammell, 2017), and allow individuals to establish connections with others thereby 

contributing to the generation of meaning in their lives (Lingah & Paruk, 2021). Thus, this study’s 

theoretical framework is based on the four dimensions of meaning namely doing, being, becoming, 

belonging as identified by Wilcock (2006). The Doing ↔ Being relationship refers to a person’s 

sense of themself as an occupational being and their active engagement in meaningful occupations; 

Doing ↔ Becoming is the relationship between active and meaningful occupational engagement 

and the individual’s aspirations for the future. This relationship relates to specifically identified 

hopes or aspirations. Doing ↔ Belonging is the relationship between active engagement and a 

sense of connectedness. Doing↔ Becoming is the relationship between a person’s sense of 
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themself as an occupational and human being, and their hopes and aspirations. Being ↔ Belonging 

is the relationship between a person’s occupational identity and their sense of connectedness, while 

Becoming ↔ Belonging is the relationship between the goals they strive for and their sense of 

connectedness. This study explores the occupation of dance as a complex concept that refers to a 

synthesis of doing, being, becoming, and belonging, to enable a more comprehensive 

understanding of inclusive dance. 

2.8.2 Affirmative model of disability 

The first to introduce the Affirmative model of disability was Swain and French (2000) who note 

that this model draws on a non-tragic view of disability and draws on the experiences of people 

with disabilities in a positive manner with the aim of celebrating difference and augmenting self-

actualisation. In this model, the term ‘disabled people’ is used to highlight the positive identity of 

disabled people. Thus, the terms disabled people, people with disabilities and persons with 

disabilities is utilised interchangeably throughout the thesis.  

The model views a society inclusive of disabled people not only as a society without structural, 

environmental, or attitudinal barriers but also as a society that celebrates difference and values 

people irrespective of race, gender, age, or impairment (Swain & French, 2000). The affirmative 

model of disability embraces disabling circumstances as one of the facets of the human experience 

and focuses on changing negative perceptions of disability (Swain & French 2000). Supporting 

this model are Retief and Letšosa (2018), who state that the affirmative model of disability arises 

out of a celebration of people with disabilities’ experiences and is therefore socially constructed 

and nonetheless valid, contributing to disability as a positive identity. While the model recognises 

challenges experienced by people with disabilities due to impairment, the distinct advantages of 
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the disability experience including the freedom to not conform to societal expectations and roles 

is illuminated (Zaks, 2023). The affirmative model further promotes the development of the 

Disability Arts Movement as a platform for promoting a positive image of being a disabled 

individual (Swain & French, 2000). Oliver and Barnes (1998, as cited in Swain & French, 2000) 

contend that policies and practice across sectors can only be inclusive through full recognition of 

disability culture and the affirmative model generated from the experiences of disabled individuals. 

The affirmative model then, as central to the concept of inclusion, further informs this study’s 

theoretical framework around understanding inclusive dance practices. 

2.9 Summary 

This chapter presented a literature review that contextualised disability and explored disability 

inclusion and inclusive dance. Overall, the literature provides important insights into the influence 

that models of disability have on policy pertaining to education and training, employment, and the 

perceived identity of people with disabilities, among others. The literature review comprised a 

presentation of how disability is perceived and interpreted in the international and South African 

contexts. In relation to this, it examined policies and legislative frameworks to promote inclusion 

and access to inclusive arts for people with disabilities. It also considered inclusive dance training 

and implementation of practice, approaches, and principles for inclusive dance. Finally, the chapter 

provided a synthesis of the theoretical framework that underpins the study, namely, Wilcock’s 

occupational perspective of health, as well as the affirmative model of disability. The methodology 

used in this study is presented in the next chapter. 
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CHAPTER 3: RESEARCH METHODOLOGY 

3.1 Introduction 

This chapter discusses the study’s research methodology. This includes a comprehensive 

description of the research setting, approach, design, sampling, and recruitment of participants, as 

well as the data collection and analysis. It concludes by describing the measures established to 

ensure trustworthiness and ethical principles. 

3.2 Research setting 

The study was conducted at an Arts Theatre Centre and an associated Inclusive Dance Company 

in Cape Town.  The Inclusive Dance Company comprises dancers with disabilities and with no 

disabilities. Their vision is to encourage the inclusion of all people with disabilities through the 

arts. The company came into existence in 2013 after an NGO funded the creation process of a 

piece of dance art, which was later supported by the National Arts Council, Dance Forum South 

Africa, and the British Council. The work was choreographed by one of the dance teachers — an 

experienced dancer who faced societal discrimination and marginalisation because of disability. 

The company has been invited to be part of South Africa’s major arts platforms and festivals, 

including the National Arts Festival. The Inclusive Dance Company endeavours to influence 

schools and communities through outreach performances and workshops that encourage inclusion.  

The Inclusive Dance Company comprises five residency full-time dance teachers who select dance 

trainees through a selection process, which is determined largely by the funding available to the 

company. Trainees from all provinces and all abilities are welcome to apply. The dance teachers 

select three trainees annually who train with the company for a year, after which they either join 

the company or are released to further their career path, dependent on funding. The total number 
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of dancers in the company is eight at any given time, inclusive of the trainees, whose age range is 

between 20 and 50. The dance teachers are responsible for the inclusive dance programme, which 

runs a daily programme from 10h00 until 17h00. 

3.3 Research paradigm and approach 

The study was positioned in the interpretivist paradigm, and it used a qualitative research approach. 

Creswell (2007) states that interpretive researchers believe that reality consists of people's 

subjective experiences of the external world and that reality is socially constructed. Using a 

qualitative research approach, the researcher could describe multiple realities and interpretations 

aimed at developing an in-depth understanding of the perspectives and experiences of the 

participants, thus capturing their actual experiences (Creswell, 2007). According to Creswell 

(2014), this research approach was beneficial because it gave a detailed view of the research issues 

at hand. 

In this study, the researcher explored and described multiple realities to gain the dancers’ 

subjective perceptions and experiences as they participate in an inclusive dance company. The 

qualitative research approach was considered appropriate to this study because through this 

approach, the researcher gained an in-depth understanding of the phenomena being investigated 

(Creswell, 2014). By engaging in this form of inquiry, the researcher explored the research 

problem in an inductive manner that emphasised individual significance as well as that of 

interpreting the complexity of a situation (Creswell, 2014). The study did not attempt to gather 

numerical values, as this would not have provided a genuine reflection of the perceptions and 

experiences of dancers who participate in inclusive dance practices. 
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3.4 Research design 

The study used an exploratory-descriptive research design. Exploratory research is designed to 

clarify a little-understood phenomenon (Hunter et al., 2019). Participants of the study contributed 

to the development of new knowledge in inclusive dance practices (Hunter et al., 2019). The 

description of the phenomenon provides a detailed account of its significance and provides a 

picture of the world from the perspective of the participants (Hunter et al., 2019). In this study, an 

exploratory-descriptive research design contributed to the knowledge about the perceptions and 

experiences of dancers participating in inclusive dance practices (Suri, 2011). 

3.5 Sampling and recruitment  

The study population comprised of all people with disabilities and without disabilities participating 

in inclusive dance practices in an inclusive dance company. It used purposeful sampling and 

snowball sampling to select participants for an in-depth study (Suri, 2011). This means that the 

researcher selected participants for the study because they could provide an understanding of the 

key research issues (Creswell, 2007). The researcher sought information from participants and key 

informants about details of other information-rich cases; this type of sampling is called 

snowballing (Suri, 2011). Considering this, a sample of eight participants were employed in the 

study. They were selected according to the following criteria:  

• Participants who were male or female. 

• Participants who were dance trainees or dance teachers and were currently part of the 

Inclusive Dance Company.  

• Participants who were dance trainees or dance teachers in the Inclusive Dance Company 

in the past one to ten years.  

• Participants who are disabled or non-disabled.  
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Key informants are individuals who are well informed, accessible, and can provide background 

information on research issues (Creswell, 2007). Two key informants were selected according to 

the following criteria: 

• Participants who could provide background information about the history, vision, aim, and 

purpose of the Inclusive Dance Company. 

• Participants who historically contributed to the methodology, practices, and programmes 

implemented in the Inclusive Dance Company. 

The researcher initially introduced herself to the first key informant after attending one of the 

Inclusive Dance Company’s performances at the Arts Theatre Centre. The first key informant 

referred the researcher to the second key informant, who is also the CEO of the Arts Theatre 

Centre. The researcher requested permission for the research study to be conducted at the Arts 

Theatre Centre using the Permission Letter (see Appendix 11) and also enquired whether she 

would like to be a participant in the study using the Information Sheet (see Appendix 1) with proof 

of HSSREC Ethics Approval Certificate (see Appendix 10). After receiving Appendices 1, 10, and 

11, the CEO agreed to participate in the study as a key informant and signed the Consent Form 

(see Appendix 4) in person before the interview. The key informant also provided the researcher 

an Arts Theatre Centre Researcher Registration Form (Appendix 12) that informs the Arts Theatre 

Centre of the research that will be conducted with participants at the Centre and an agreement that 

the researcher will provide the Centre with a copy of the published material in print or digital 

format. The researcher signed the registration form before contact was made with any other 

possible participants. The first key informant was contacted via a virtual platform, Zoom, as the 

most convenient channel for both parties. During the virtual meeting with the first key informant, 

the researcher explained and shared the Information Sheet (see Appendix 1), which outlined the 
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full description of the study. The researcher emailed the Information Sheet after the meeting and 

the Consent Form (see Appendix 4) was signed in person before the interview. 

Following discussion with the first key informant, the researcher was referred to four research 

participants who met the inclusion criteria. The four participants were provided the Information 

Sheet (see Appendix 1), and Consent Forms (see Appendix 4) were explained and signed on the 

day of the face-to-face interviews. On the same day of the individual semi-structured interview 

with the first research participant, the researcher was referred to another research participant at the 

organisation who met the inclusion criteria. The Information Sheet was provided answering all the 

questions regarding taking part in the study and the consent form was signed on the day of the 

individual semi-structured interview. After all the individual interviews took place, the first key 

informant and the fourth research participant referred the researcher to three research participants 

who met the criteria to participate in the focus groups. The consent forms were signed on the day 

of the focus group meeting. All information was available in English, Afrikaans and IsiXhosa (see 

Appendices 1,2,3), or South African Sign Language (SASL) and participants were informed that 

the interviews and focus groups could be conducted in their preferred language with the aid of a 

translator. However, all data collection was conducted in English as preferred by the participants 

with the accommodation of one participant needing SASL. 

3.6 Data collection methods 

3.6.1 Semi-structured interviews 

Semi-structured interviews are intended to establish subjective responses from individuals 

regarding a particular situation or phenomenon they have experienced (McIntosh & Morse, 2015). 

Semi-structured interviews were conducted with five out of the eight participants. The purpose of 
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the interviews was to explore and describe the research issues, as outlined in the objectives. The 

interview included questions such as: could you describe your personal dance history? and what 

led you to become involved in dance? (see Appendices 7- Interview Guides for participants) After 

listening to their personal journey of dance, the researcher turned her attention to their personal 

experience in the inclusive dance environment with questions such as: Describe what the 

environment is like in an inclusive dance company. The researcher paid close attention to the data 

collected after each interview until no new information or themes were observed in the data, 

reaching a point of data saturation (Guest et al., 2006).  

All interviews were conducted at the Arts Theatre Centre, as it was deemed a convenient, 

accessible, and familiar place for participants. Different venues at the Arts Theatre Centre were 

utilised, such as offices, studios, foyers with minimal human traffic, and an empty coffee café 

space. Often in spaces like studios or foyers, there was background music that did not seem to 

affect the interview or participants, but the researcher was always guided by the participants who 

took the lead in terms of venue selection. Participant three required an SASL interpreter, who was 

present throughout the interview process. The researcher emailed the interview guide to the 

interpreter ahead of the interview date to give the interpreter the opportunity to familiarise herself 

with the content of the interview questions. On the scheduled date of participant three’s interview, 

the interpreter completed an Interpreter Declaration Form (see Appendix 9) to ensure that a 

verbatim and factual account of the participant’s responses was given. The visual nature of the 

sign language process required the interpreter to sit in front of and in the direct sightline of the 

participant. The interpreter was located near the researcher so that participant three could glance 

back and forth from the researcher to the interpreter to engage with visual clues and gestures. 

Interviews were arranged at a time convenient for the participants and lasted for approximately 45 
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minutes to an hour. Participant eight’s interview was slightly interrupted by a one-minute phone 

call she had to take related to her work commitments, but the interview continued once it was 

finished. The researcher audio-taped and transcribed the interviews verbatim with permission from 

the participants for analytic purposes.  

3.6.2 Key informant interviews 

In this study, the researcher conducted interviews with two key informants who could provide 

detailed descriptions of the historical rationale of the Inclusive Dance Company. Creswell (2007) 

explains that key informant interviews can allow the researcher to access background information 

regarding research issues. The following key informants were interviewed: the CEO of the Arts 

Theatre Centre directly responsible for the rationale of hosting the Inclusive Dance Company at 

the Arts Theatre Centre and providing the necessary support and resources, and the co-founder and 

lead integration choreographer of the Inclusive Dance Company. The researcher employed an 

Interview Guide (see Appendix 6) flexibly and audio-recorded and transcribed all interviews 

verbatim, with permission from the key informants. The researcher commenced by asking 

interview questions to obtain a broader understanding and purpose of the Inclusive Dance 

Company. Questions that were posed included: tell me about your involvement in the Inclusive 

Dance Company? and why was this inclusive dance company established? to gain profound 

insights to the methodology and practices implemented by the company. Interviews were 

conducted until data saturation occurred. According to Guest et al. (2006), data saturation occurs 

when there is no new data emerging. 
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3.6.3 Focus groups 

Focus groups are an extension of the interview method, a more specific in-depth group interview 

with discussion (Gundumogula, 2020). The researcher conducted two focus group discussions 

after the completion of the interviews and the preliminary analysis of the transcripts. The one focus 

group comprised of three participants — all dance teachers. The other focus group had four 

participants — a mixed group of dance teachers, dancers, and ex-dance members. The two focus 

groups were compiled based on the participants who were willing to take part in the study and who 

were available during the timeframe for data collection. Three participants were recruited through 

existing participants who met the inclusion criteria; they agreed to participate after the researcher 

sent the Information Sheet via email. Of the participant sample, five participated in the semi-

structured interviews and focus groups and three participants in the focus groups only purely based 

on the availability of the participants. Each participant signed the Confidentiality Binding Form 

(see Appendix 5) before the focus group discussion started.  

An initial analysis of the interviews informed the Focus Group Interview Guide (see Appendix 8) 

covering the emerging issues that was used for the focus groups. Two participants incurred 

transport difficulties to the agreed-upon venue, but the researcher remunerated them to mitigate 

any expenses incurred. The researcher audio-taped and transcribed the focus group discussions 

verbatim, with permission from the participants, for analytic purposes.  

3.7 Data analysis 

The process of data analysis commenced after all the interviews were audio-recorded and then 

transcribed. The purpose of data analysis is to organise, provide a structure to, and elicit the 

meaning from the research data (Bengtsson 2016). The researcher used Braun and Clarke’s (2021) 
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framework to conceptualise the data using the four dimensions of reflexive thematic analysis 

namely: orientation to data, focus of meaning, qualitative framework, and theoretical frameworks. 

The use of the inductive method to reflexive thematic analysis allowed for the interpretation of 

various aspects related to the research topic that was present in the data (Braun & Clarke, 2021). 

The researcher remained close to the meaning overtly articulated by the participants, which 

produced a more descriptive analysis of the data (Braun & Clarke, 2021). Furthermore, the 

researcher utilised a continuum of experiential analysis, focusing and highlighting the participants 

lived experiences and perspectives.  

The six-phase process for conducting the reflexive thematic analysis framework as a data 

management guide was utilised: 1) acquainting yourself with the data, 2) creating initial codes, 3) 

seeking themes, 4) examining themes, 5) describing and naming themes and 6) compiling the 

report (Braun & Clarke, 2021). Firstly, the researcher remained in the data to familiarise herself 

with the data collected to gain a good understanding of the content. The independent interpretation 

of the interviews and focus groups by the researcher allowed her to listen to the recordings 

numerous times. The researcher then examined all the typed transcriptions and identified initial 

data codes that formed the basis for the themes that were grouped based on similar meanings. 

Themes and sub-themes were created by their emergence and naming them clearly. In the end, the 

researcher produced a report on the findings indicating the data across all topics. 

3.8 Trustworthiness 

According to Nowell et al.  (2017), trustworthiness is a way for researchers to convince themselves 

and readers that their research findings are worthy of attention. The researcher ensured 
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trustworthiness using the framework of Lincoln and Guba (1982), namely credibility, 

transferability, dependability, and confirmability.  

Credibility refers to the truth in the study and is crucial to the accurate representation of subjective 

human experience (Krefting, 1991). The credibility was ensured through member checking and 

presenting the preliminary research findings to participants for clarification and deeper 

exploration. All participants were invited to a member-checking presentation session via 

WhatsApp. Four participants were available and present in the member-checking process. The 

researcher presented the research findings of the compiled transcript interviews to the participants 

in the form of a face-to-face group presentation and allowed participants to discuss the findings. 

The findings were discussed to verify the data collected, providing an accurate overview of 

participants' experiences, and allowing participants to volunteer any additional information. The 

researcher emailed the research findings to the participants who could not attend the group 

discussion for an opportunity to clarify the data gathered. All the participants indicated that they 

were happy with the information provided.  

Reflexivity refers to an evaluation of the influence of the investigator's background, perceptions, 

and interests on the qualitative research process (Krefting, 1991). To this end, the researcher kept 

a reflexive journal throughout the research process (Lincoln & Guba, 1982). Keeping and using a 

reflective journal enabled the researcher to make her experiences, opinions, thoughts, and feelings 

visible to herself and in her discussions with her supervisor. The reflective journal was purposeful 

in generating this study's analysis, and interpretation process whereby the researcher could clarify 

her assumptions with her supervisor (Ortlipp, 2015). Peer examination of the data was also 

necessary to ensure credibility, as noted by Krefting (1991). The researcher discussed the research 

process and presented the initial findings with her research supervisor. The researcher also had the 
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opportunity to present the preliminary research findings to other researchers and received valuable 

feedback. 

Transferability refers to the degree to which the study applies to other contexts and if the study 

can be transferred to other participants and research settings (Krefting, 1991). To this end, a 

detailed description of research methods, contexts, research process, and the perceptions and 

experiences of the participants is provided in this thesis (Krefting, 1991) 

Dependability is referred to as the criterion that considers whether the findings would be consistent 

if the study were to be replicated with the same participants or in a similar context (Krefting 1991). 

To ensure dependability, the researcher employed the same strategies that were employed to ensure 

the credibility criteria. The researcher maintained a detailed record of the research process, and a 

trail of data analysis to permit an inquiry audit (Krefting, 1991). 

3.9 Ethics statement 

The researcher obtained ethical approval for the study from the UWC Humanities and Social 

Sciences Research Ethics Committee, Ethics reference number HS 22/8/52 (see Appendix 10). 

The researcher explained the purpose of the research clearly to the participants and presented each 

one with an Information Sheet (see Appendix 1). Participants of the study were informed that their 

participation was voluntary, and they could withdraw from the study at any time without fear of 

repercussion. Formal written consent (see Appendix 4) was obtained from the participants and key 

informants as well as consent for Focus group Confidentiality (see Appendix 5). Personal 

information was safeguarded through adherence to the Protection of Personal Information Act, 

2020 and the researcher used pseudonyms in the study. Permission was obtained from the CEO of 

the Arts Theatre Centre with a formal Permission Letter (see Appendix 11) for the study to be 
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conducted. The researcher also signed and completed a Researcher Registration Form (Appendix 

12) that allowed the researcher access to the research site and participants. Participants who were 

not proficient in English were accommodated by having the Information Sheet and consent letter 

translated into Afrikaans (see Appendix 2) and isiXhosa (see Appendix 3). The researcher ensured 

that the confidentiality of the participants was maintained by ensuring that all data gathered, 

including audiotapes and transcriptions, were secured in password-protected electronic folders. 

These folders were handed to the researcher’s supervisor for safekeeping on UWC’s database and 

will be uploaded to the UWC repository. These will be kept for five years after which they will be 

deleted. The researcher maintained anonymity by ensuring that this thesis does not contain any 

information that could identify the participants, neither will any publications produced in the 

future. All human interactions can pose a risk, therefore the researcher took care when facilitating 

more reflective type questions during the interviews and focus groups and ensured that, if needed, 

the participants could be referred to a professional employed by the Arts Theatre for counselling.  

3.10 Summary 

This chapter described the methodological paradigm and research approach adopted in this study 

namely, a qualitative approach within an interpretivist paradigm. It then presented the methods 

used for data collection and discussed the process of participant selection, and data analysis. The 

chapter concluded with strategies employed to strengthen trustworthiness, and the ethical 

standards adhered to by the study. The subsequent chapter presents the findings of the study. 
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CHAPTER 4: FINDINGS 

4.1 Introduction 

In this chapter the findings of the study is presented. Firstly, it provides a description of the 

participants and key informants in summarised participant profiles (see Table 4.1). Secondly, it 

provides a presentation of the themes and sub-themes that emerged through the data analysis (see 

Table 4.3). 

Table 4.1: Participant profiles 

Source: Data from interviews 

No Name Participant role Impairment 
Age 

group 
Gender 

Time at 

the 

company 

1 Charmaine CEO of Art Theatre Centre Monoparesis 50–60 Female Ten years 

2 Eden Performer and dance teacher Paraplegia 30–35 Female Ten years 

3 Dale Performer and dance teacher Deaf 45–50 Male Ten years 

4 ArtistX Performer and dance teacher No disability 30–35 Male 
Eight 

years 

5 Lee  Performer and dance teacher Paraplegia 30–35 Female Ten years 

6 Mina Performer and dance teacher No disability 30–35 Female 
Two 

years 

7 Candice Dance teacher No disability 45–50 Female Ten years 

8 Alexa Ex-trainee and member No disability 30–35 Female 
Four 

years 

9 Steve Ex-trainee and member 
Living with 

Albinism 
45–50 Male 

Two 

years 

10 Masie Ex-trainee and member Paraplegia 30–40 Male 
Three 

months 
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4.2 Description of participants and key informants 

Descriptions of the participants are provided below, along with summarised participant profiles 

that are presented in Table 1. 

Key Informant 1 (Charmaine): Charmaine is the CEO of the Arts Theatre Centre in Cape Town, 

Western Cape. Charmaine is a South African disability and women’s rights activist. She plays an 

executive role in all the programmes and associated companies in the Arts Theatre Centre, of which 

the Inclusive Dance Company is one.  

Key Informant 2 (Eden): Eden is the co-founder of the Inclusive Dance Company at the Arts 

Theatre Centre and she has been part of the company since 2013. She uses a wheelchair for 

mobility. She creates, manages, and coordinates programmes that ensure ongoing sustainability 

within the Inclusive Dance Company. She is also a performer, dance teacher, choreographer, and 

artistic director at the Inclusive Dance Company. 

Participant 1 (Dale): Dale is another co-founder of the Inclusive Dance Company and has been 

part of the company since 2013. He is employed as a full-time dance teacher and dancer. Dale’s 

first language is South African Sign Language (SASL). He uses the dance platform to teach SASL 

to other dancers in the company. He has been a self-taught dancer since a very young age and feels 

the vibrations of the music. He was later exposed to more professional dance workshops and 

projects from international dance professionals who exposed him to international platforms to 

perform. He notes that when he communicates using sign language, there will always be an 

interpreter who works with. 
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Participant 2 (ArtistX): ArtistX is employed as a dance teacher at the Arts Theatre Centre. His 

experience started in 2009 as an arts-focused school learner. His dance career started in 2012, and 

he joined the current Inclusive Dance Company in 2015. He is trained in a series of dance genres 

such as modern dance, contemporary dance, ballet, African dance, hip-hop, pantsula, gumboot, 

and Indian dance.  

Participant 3 (Lee): Lee is diagnosed with paraplegia and uses a wheelchair for mobility. She 

started dancing in primary school and initially started as a ballroom dancer. She gained experience 

as a professional dancer from various mainstream and integrated dance companies since 2005. She 

has been part of the company since 2013 and is currently a full-time dance teacher at the Company. 

She describes her focus to be on “integration, how do we work together, how to have different 

bodies working and finding ways to work together and to show everybody’s abilities”.  

Participant 4 (Mina): Mina has been dancing since the age of seven as a Ballroom and Latin 

dancer. Mina describes herself as being used to “working with another person” in her personal 

dance space from a young age. She attended an arts-focused school and majored in contemporary 

dance. After completing school, she attended a tertiary dance company for three years where she 

received training in other dance genres such as tap dance, ballet, and African dance. Mina joined 

the Inclusive Dance Company in 2021 where she worked on a project basis and later became a 

full-time dancer and dance teacher in 2022.  

Participant 5 (Candice): Candice is another co-founder of the Inclusive Dance Company and has 

been employed as a dance teacher since 2013. She is a professional dancer and worked for a 

mainstream dance company before being part of establishing the Inclusive Dance Company. 

Candice was also a dance teacher in special school contexts where she taught dance to children 
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with various disabilities. Candice teaches techniques and dance forms and “mainly focuses on the 

outreach work with young people in the community”.  

Participant 6 (Alexa): Alexa started dancing at a private dance studio at five, doing ballet and 

modern dance genres. She carried on dancing until Grade 11 and stopped for two years. She went 

on to study psychology but after her first year decided to obtain a degree at the UCT School of 

Dance. In her final year, she joined the Inclusive Dance Company in 2015 as a full-time trainee. 

She describes having “never worked with people who are differently abled before” because in her 

“personal capacity of dance, it was very much abled body”. She left the Inclusive Dance Company 

in 2019 after four years and describes it as having been an “absolute joy and the members became 

like family” to her. She has now transitioned from being a full-time performer in an inclusive dance 

company to working in the management and administration of dance at a mainstream dance 

company. 

Participant 7 (Steve): Steve describes himself as “living with the condition of albinism”. Steve is 

a trained physical theatre performer who studied acting professionally. Later he developed an 

interest in dancing and studied at a theatre dance company where he gained the opportunity to train 

in dance form with the body and “understanding the language of the body”. Steve joined the 

Inclusive Dance Company as a trainee in 2014. He became a company dancer in 2015 and left the 

Inclusive Dance Company in 2016. He continues to work for the company on a project basis.  

Participant 8 (Masie): Masie became a dancer after he experienced a traumatic injury and uses a 

wheelchair for mobility. He tried basketball but describes it as “not being right” for him. Masie 

started his dance career as a Ballroom and Latin American dancer. When he joined the Inclusive 

Dance Company in November 2015 as part of the Artsability Festival, he described how he could 
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“connect with his body”. He noted that he can now see he is “not limited to anything, and he can 

do whatever he wants to do”. He left the company in January 2016 to work in the open labour 

market in a call centre. 

4.3 Themes and sub-themes 

Four themes, underpinned by related sub-themes, emerged from the data analysis: (1) training 

exposure; (2) the inclusive dance environment; (3) adaptation is inevitable; and (4) the value of 

participation. Table 4.3 outlines the themes and related sub-themes that emerged from the data 

analysis. 

Table 4.3: Themes and sub-themes 

Themes Sub-themes 

1. Training exposure 
Absence of a formal inclusive dance practice 

An integrative dance practice 

2. The inclusive dance environment 
Challenging the dancer’s personal growth 

Striving for excellence 

3. Adaptation is inevitable 
“We adapt so that everyone can” 

A ripple effect 

4. The value of participation 
Meaningful engagement in inclusive dance 

“Valuing the work and it not being valued” 

Source: Data from interviews 

4.3.1 Theme 1: Training exposure 

Theme one highlights the training approach adopted in the company through which differences in 

dance training for individuals with disabilities and individuals without disabilities became 

apparent. The participants' training experiences portrayed the disparity and absence of formalised 

dance training, opportunities, and routes for progression that could lead to performing in a 
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professional company. They emphasised the importance of inclusivity by bringing dancers with 

different abilities together on the same level and acknowledging their interdependence with each 

other. Two sub-themes underpin the theme: Absence of a formal inclusive dance practice; and 

Integrative dance practice (see Table 4.3.1). 

Table 4.3.1: Theme 1: Training exposure 

Themes Sub-themes 

Training exposure 
Absence of a formal inclusive dance practice 

Integrative dance practice 

Source: Data from interviews 

4.3.1.1 Absence of a formal inclusive dance practice 

This sub-theme identified the imbalance of training for participants with disabilities and those with 

no disabilities. The participants demonstrated various routes to dance training as well as different 

levels of dance standards that they were exposed to. They also described a lack of pedagogy and a 

lack of formal training in a specialised and inclusive dance practice. 

The dance exposure and training for the participants with disabilities were described as 

“informal”, where most of them were either self-taught, exposed to dance activities in their 

respective special schools, or trained by dance professionals in dance companies or workshops. 

Dale described being first exposed to dance through his parents who taught their deaf son how to 

dance. He alluded to further being exposed through school activities and using the big speakers in 

the school hall to train himself through the music vibrations. He later mentioned that his school 

connected him to a workshop held in Johannesburg with a UK professional dancer to enhance his 

training. 
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My parents, they used to do ballroom dancing. And they taught me, you know, how to dance and 

move. … I was placed in a deaf school. And I was studying there and then years later, also at the 

school they had various dancing, like culture, like the drumming, the jive. They had all those 

different kinds of dance activities at the school…and they also had such big, you know, that old 

big speakers, because I was deaf and inside in the hall was big. So, in the hall, I could feel that 

vibration going through me. Yeah, going through my body and oooow, when I feel that, I get the 

movement. And that is how I saw from my eyes. I used to watch how they move and how they dance 

and that is how I learnt…The teacher said to me, “Dale, would you like to be part of that 

workshop?” This person is from UK, and I was eager. I wanted to be part of it and then we flew 

to Johannesburg (Dale). 

Dale expressed his appreciation for having international role models who taught him about 

inclusive dance and exposed him to the opportunities that exist. 

They were actually my role models, so I really learned a lot from them. They did a lot of practicing. 

It actually broaden my perspective and like broadly, how things really work within this, in this 

work (Dale). 

Masie, one of the participants who was not born disabled described his dance training history and 

mentioned that he never had an interest in dance before his accident. He said that he explored many 

interests such as wheelchair basketball after his accident, but he found that dance was “right” for 

him. He also said during the member checking that he started doing wheelchair ballroom and Latin 

dance and later joined the Inclusive Dance Company. 
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I didn’t know if I can dance. I become disabled; you see. Because that’s where, okay, I try to play 

basketball. I see it’s not right for me. So that’s where I started to see what can be right for me, 

what to be able to do, you see. So also, when I join, I started to also to connect with my body … 

So, I started to dance when I was in a wheelchair, you see (Masie). 

Alexa, an able-bodied participant, mentioned that she experienced some people in the Inclusive 

Dance Company not having danced in their life before joining and was learning to dance in the 

Inclusive Dance Company with no informal training like Masie. 

There was some people, they would never dance a day in their life (Alexa). 

Before I became having physical challenge, I didn’t know if I can dance (Masie). 

Alexa also stated that before joining the company, she had never worked collaboratively before 

and was exposed for the first time to working with various disabilities in a dance space.  

I never worked with people who are differently abled before. I never created work collaboratively 

before (Alexa). 

Alexa also mentioned that there are professional companies offering dance for people with 

disabilities as part of their outreach programmes; but it is limited to only those workshops with no 

real opportunity to join the mainstream dance company.  

Not really, there’s a lot of companies, able-bodied companies who are doing outreach work with 

people who are differently abled students and learners. But there will never be an opportunity for 

those people to join those companies once they finish school or if they want to dance (Alexa). 
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When asked about training opportunities, the participants with no disability described receiving 

formal training in dance. They mentioned being trained either at a university that offers a degree 

in performing arts or they trained at an arts-focused school where they majored in dance as 

subjects. Alexa, ArtistX and Mina are dancers who trained professionally or at formal arts schools 

before joining the Inclusive Dance Company. 

I auditioned at UCT School of Dance. After not having danced for like two years and I got in. So, 

I did my degree there (Alexa). 

I started off as an arts-focused school learner in 2009 (ArtistX). 

And I got to high school, went to an arts-focused school. So, then there I had the opportunity to do 

dance and drama as my subjects…Then, after high school, I went to a tertiary place where I could 

dance 24/7 basically. It’s a training programme called, for the bridging programme in Athlone, 

Dance for All. So, there’s where I met ArtistX as well. So, he was my teacher at the time. So, there 

I was also able to learn other dance styles, like Tap and Ballet and African (Mina). 

When the participants were asked whether there are any opportunities for people to train in 

inclusive dance, they mentioned that no opportunities exist. Participants with no disabilities 

mentioned that they utilised their existing dance skills to create a cohesive dance environment. 

I didn’t go through with the training programme, where I had a teacher to say, “This is what you 

do; this is what you do” (ArtistX). 
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Luckily I had come there with a lot of training. So, there, for me personally, my training was more 

about creating movements outside of what I knew. It wasn’t so much that I had to learn from 

scratch (Alexa). 

No … I don’t think so. I’ve been trained, all my life and I’ve never worked with integrated people 

as I am now, because they don’t offer that to the students (Mina). 

One of the key informants mentioned that when the dancers become part of the Inclusive Dance 

Company, they receive in-service training and are often exposed to international training. 

We send them. We give them opportunities. We give … we send them to England. We send them 

on training. We do all those things (Charmaine). 

When asked about what career opportunities are available in their participation in the Inclusive 

Dance Company, a participant expressed his concern about not having opportunities outside of the 

Inclusive Dance Company. 

Eden and Dale, their opportunity as a dancer is bigger because there’s not a lot of deaf guys that 

move the way Dale moves. He can travel, he can work for another company overseas anytime 

that’s also has the same kind of focus. The same goes for Eden. Where for me, outside of the 

inclusive company not so much, I’m a regular dancer doing gigs here and there (ArtistX). 

Participants voiced that there are more opportunities overseas for inclusive dance than in South 

Africa. One participant mentioned that in 2017, he went to Switzerland with the company, and it 

was the first time he experienced so much accessibility and realised that South Africa is behind, 

and nothing has changed since. 
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… they were more integrated. So, they are more advanced than South Africa (Dale). 

Most of our work is not in Cape Town. That’s why you hardly find us because we’re not here. 

Majority of our work is not in Cape Town, which is sad (Lee). 

It’s so slow off the mark here (ArtistX). 

The participants also expressed that they are the only Inclusive Dance Company in South Africa 

that offers full-time training for people with disabilities and those without. 

It’s the only training programme in South Africa that’s inclusive, sadly. There are other artists 

and companies that are working with different bodies, but it’s not full-time. It’s projects for them 

and for us it’s not a project that … so it’s something full-time (Eden). 

No one else is doing inclusive work, which is strange because, I mean, we live in a democratic 

world (Lee). 

The participants expressed that the absence of a formal inclusive dance training syllabus has 

allowed them to create various exposure opportunities of awareness and possibly interest in 

inclusive dance programmes in South Africa.  

We’re still doing outreach and performance, so that we can, so that we can also include various 

people with disabilities to be part of this (Dale). 

We’ve done so much. So many talks, workshops, colloquiums, collaboration, we have spoken, we 

speak here. We’ve spoken overseas (ArtistX). 
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the only part that is missing in the company, is writing a syllabus so we can send it off to schools 

… it can be shipped off internationally. People can study your ways and your process of working 

… and taking work on and training and all (ArtistX). 

The University of Cape Town is now bringing their students for classes (Mina). 

4.3.1.2 An integrative dance practice 

In this sub-theme, the participants showed how they practice inclusion that accommodates all, 

irrespective of the dancer’s abilities. They described their interdependence on each other with the 

use of approaches and principles that make it possible for inclusivity. 

ArtistX described how they use neoclassical ballet principles as a basis to align the dance form to 

accommodate all abilities. 

Eden only uses her arms, really, and part of her top torso; so, her arms need to be quite strong. 

So, we train also in neoclassical principles where we do a lot of ballet arms and stuff, just positions 

to hold, so it can help you with your versatility and range of movement at the end of the day, yeah, 

when it comes to technique (ArtistX). 

Steve, one of the participants, elaborated how he experienced the integration of dance approaches 

of dance teachers in the Inclusive Dance Company that assisted him and his ability to dance with 

different bodies: 

… Then comes Eden and teaches integrated work, which means it is improv, how do you think on 

the spot? How do you think, how do you articulate, how do you move on the spot, how does that 

weave and influence your language? So, it helps one to understand other bodies — how do you 
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feel and listen to other bodies around you? And then you get ArtistT, for fitness and everything, 

understanding stamina, your body, how to move forward, how to sustain longer things and longer 

duration when it comes to the work itself. ‘Coz it requires your body; your body needs to be fit. 

And also, understanding the body psychologically; so it was just layered (Steve). 

The participants highlighted that the dance approach and practice that enhanced their learning was 

dance improvisation - a free, seemingly unstructured, less technically strict, and impulsive form 

that draws inspiration from everyday dance practices and influences. They revealed that this dance 

approach and practice helps them learn about themselves and each other’s bodies. 

… techniques used in creating works were very much improvisation. It is very much like just 

finding your body in space and how do you connect in that moment in time. Improvisation is very 

important because you have to think about how to move if you weren’t able to move, if that makes 

sense (Alexa). 

I think also, we work a lot with improvisation, and I think personally, it is also helping me conduct 

a way that I carry myself in the studio, you know (ArtistX). 

The participants commended the dance approach of improvisation practised in the inclusive 

company that allows them to be more explorative with their body and the bodies of others within 

the dance space of skill and physical limitations. 

… the improvisation aspect; it really does help you to understand your body. And it also helps you 

to be able to adapt to different spaces in the dance industry. So, like for someone who is Ballet 

trained, for instance, they don’t get to do improvisation at all. So, they, most of them can’t do hip-

hop or contemporary or anything else; they have to stick there because they don’t get that 
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improvisation. They don’t get to see where else their body can go, if it can go on the floor, or 

whatever. So, like improvisation helps you a lot and that’s something that I learnt when I was a 

part of the company (Alexa). 

The participants with no disabilities described their experience of learning about the physical 

disabilities of their fellow dancers and how it was incorporated to assist with an integrative dance 

practice.  

It was completely different to the normal way and style of working; nothing felt the same. It was a 

different environment; it was the training that was different. You had to understand the wheelchair, 

the people with disabilities. I had to learn sign language; I had to study the wheelchair movement 

and all of that. So, that went on for a good two … two months where my focus was just on studying 

the wheelchair and obviously learning sign language. So, once I understood that, and then 

everything just went from there. The work became easier. Also, with sign language, So, every like 

day by day, it would be just focusing on two sentences that we are speaking in sign language and 

then learning the sign language just by your hands first and then creating movement around that. 

And then learning how to improvise with somebody on a wheelchair, but it’s all physical learnings 

(ArtistX). 

I can definitely say communication in the work environment that made me, that helped me a lot, 

basically. In a sense of having to learn sign language, having to speak to someone that is deaf 

(Mina). 

Dale offered sign dance, which I’m so proud of; you say that I was part of developing the alphabet 

and everything. How we would articulate alphabets with our body (Steve). 
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ArtistX mentioned how he found it crucial to understand the people he dances with so that he could 

build relationships that enhance the inclusive dance practices: 

I need to understand the environment and to understand the people that I’m working with and gain 

that relationship and build on that relationship just to make the work easier (ArtistX). 

The participants also revealed that inclusive dance practice does however not come without risks 

because of its explorative nature of discovering body types and choreographic devices. 

There’s very much a technique of taking risks, because you have to. And I think people who are 

differently abled are taking risks every day. And so, I think when it comes to movement, that’s 

almost inevitable that there’s risk-taking and people always gonna see it like that, because it’s 

just, it’s very different (Alexa). 

… we are a very risky company; we will take a lot of risks. So, we need to understand how the 

body falls, how the body balances. Especially the wheelchair — if the wheelchair falls or Eden 

falls back on stage, how do we lift and where do we lift from. So, improvisation is very important 

and it’s where we find the essence of our work, what to do. And we not counting 5678 into the 

space of choreographing movement. So, it’s based off improvisation (ArtistX). 

4.3.2 Theme 2: The inclusive dance environment 

This theme captured the participants’ perspectives regarding enablers of an inclusive dance 

environment and their experiences thereof. The theme exemplified the factors that contributed to 

the dancers with disabilities and those with no disabilities dancing together in one place, making 

this a positive experience. The theme also described how the inclusive dance environment and 

dancing together help participants establish inclusivity through personal and professional 
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development. The theme is supported by two sub-themes: Challenging the dancer’s personal 

growth and Striving for excellence. Table 4.3.2 captures the theme and its sub-themes. 

Table 4.3.2: Theme 2: The inclusive dance environment 

Themes Sub-themes 

The inclusive dance environment 
Challenging the dancer’s personal growth 

Striving for excellence 

Source: Data from interviews 

4.3.2.1 Challenging the dancer’s personal growth 

In this sub-theme, participants identified some of their personal experiences that aided their 

engagement in an inclusive dance environment and their overall ability to engage with the 

occupation of dance. When participants were asked about the environment in an inclusive dance 

company, they mentioned that it was a learning environment that challenged both dancers with 

disabilities and those with no disabilities in terms of competencies. “The environment allows you 

to learn a new skill”, said Mina, one of the participants who has been one of the performers and 

dance teachers with the company for two years now. She noted that it allowed her to communicate 

with a person who is deaf by learning sign language and incorporating it into sign dance. 

I still wanna learn more, there is still a lot to learn from each and every one of them, not only in a 

dance way. I’ve learnt now to be able to sign. I can do sign language now, I can speak to another 

deaf person, which is cool (Mina). 

Mina further indicated that dancers have to get used to each other’s bodies, personalities, mindsets, 

and work ethic to create work, signalling an environment of tolerance in the company: 
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The one was an amputee, she was on crutches; the other was in a wheelchair and another was an 

albino. I had to train with them every single day just to get used to their bodies, and their 

personalities, their mindsets, how they work, their work ethic, which helped me a lot, because now 

I am able to work with Dale on a professional level (Mina) 

The participants explained that an environment of tolerance was complemented by an environment 

of adapting, as this was deemed to be a positive factor that influenced engagement and integration 

in the inclusive dance environment. They further expressed how this environment challenged them 

personally as well as professionally, aiding their development as dancers. 

It definitely pushed me too and challenged me to think differently about movement (Alexa). 

I can definitely say that it helped me grow. On a personal level, it helped me become not a better 

person, but it helped me; it helped me see the world in a different perspective, basically (Mina). 

Alexa, who has a technical dance background, commented that the environment challenged her to 

think differently about movement and to understand that everyone does not need to look and move 

in the same way to create professional work. 

I come from a very technical background; like literally, your finger had to be a certain degree and 

if it wasn’t, it was a problem! And then you come to an environment where you can’t be … because 

if everybody’s arms need to be up, and then you’re in a space with someone with no arms … So, 

also like, the techniques used in creating works were very much improvisation (Alexa). 

Participants also revealed that people with disabilities in the inclusive dance environment are not 

treated differently because they have an impairment. They noted that the focus is to train people 
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to become professional dancers and independent artists, whether they have a disability or not. They 

further said that some individuals with disabilities found dancing in an inclusive dance 

environment a challenge and would often want to be treated with pity, and sometimes broke down 

in the room. They asserted that individuals should forget about their disability and work past the 

“ugh shame factor”. 

ArtistX is gonna work with a dancer in a wheelchair or crutches the same way he’s gonna work 

with a dancer that is fully abled. … We’re not saying we want people to look the same, because 

we also don’t produce robots (Lee). 

… I can see you can’t, but what can you do? Rather than cut that complete motion, “What is it 

that you can do?” is what I used to say a lot to them (ArtistX). 

Another participant noted the emotive and personal competency challenges related to mentally 

adapting and dancing together can have on a person. ArtistX explained that in the past, he 

experienced that many dancers who come into an inclusive environment where people who 

“cannot do” something, get affected by what is happening in the dance space. He stated that some 

dancers are not physically strong, and it affects them emotionally. He noted that the inclusive 

training environment provides for that kind of breakdown and episodes, so that when you are done 

with training, you are prepared. 

Emotionally, it can hit them quite hard; so, mentally, you must also be prepared for it. But that all 

happens in training; the training provides a space for that kind of breakdowns to happen, for that 

kind of environment, for that kind of episodes to happen. So, when you are done with training, or 

when you go out into the big wide world, you are prepared for whatever you can take on (ArtistX). 
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Steve, one of the participants living with albinism, noted that he experienced the inclusive dance 

cohesion to be an interesting challenge to understand, and that it benefitted him as a dancer because 

it “grew” him as a person and made him more curious to know more about various disabilities and 

even policies. 

It became a challenge, an interesting challenge that grew me inside as a dancer; grew my seeing 

on stage, because I must be careful, there are wheelchairs moving around. I have to take care of 

a person in a wheelchair. … It became an inspiring thing. It became a very intriguing thing; and 

also it grew me inside and opened my horizons as a person, actually, ’cause I was curious (Steve). 

Participants with no disability encountered competency issues coming into the Inclusive Dance 

Company and questioned their ability to work with people with a disability. The non-disabled 

dance norm was challenged. They often felt scared or fearful of their ability but valued that they 

were given opportunities to challenge themselves. Participants questioned their competence to 

include the wheelchair and to dance with a person who has all their limbs in place. 

Can I as an abled-body, can I jump over that chair, over the wheelchair? Can I do this? Because 

our work is on ... edge (Candice). 

I was scared. They told me to “just do it”. I did it. So, it was a mindset thing in here [pointing to 

the head] that I had to change, that I was like, “I can do it!” (Mina). 

Participants expressed that the environment is open and allows for exploring, in the sense that they 

always uncover what can still be done with bodies working together inclusively. 
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Even everybody involved in the company and every creation, we’re still always busy exploring 

what else can we do with the body, dancing in the wheelchair, what else can we do? So, that is a 

never-ending story — by learning (ArtistX). 

… coming together, so now, having to be in the space with people in wheelchairs and people who 

are partially sighted; so, it became for me a learning thing (Steve). 

I had to explore with the wheelchair myself, to just, to have a feel of how it is, to be in it every 

single day and how to dance in it. Which was quite amazing, coz then I could see life in a different 

aspect as well. So that was basically my training; I had to teach myself to be in that person’s shoes 

and then you know, learn, and grow from there (Mina). 

4.3.2.2 Striving for excellence 

In this sub-theme, participants relayed how they developed their professional identities while 

integrating differences. They revealed that striving for excellence in this context does not mean 

that they compromise standards, to accommodate a person with disability. The participants 

asserted that inclusion means maintaining professional etiquette within the context of difference. 

The participants indicated that the aim is to produce quality work so that they can reach their full 

potential and function professionally in whichever dance space they find themselves. 

… ’cause at the end of the day, you try to train someone to be a professional dancer, who can 

stand on their own, who can, even if they don’t work at companies, they can create their own work, 

as independent artists. Forget about your disability, it shouldn’t be a thing (Lee). 

https://uwcscholar.uwc.ac.za/home



56 
 

The participants pride themselves on being the only South African inclusive dance company that 

functions professionally to the extent that the dancers in the company receive remuneration for 

their work. 

So, in South Africa, we are the only people that is running this kind of organisation as a proper 

running company. Where company members get salaries. We get paid to do a job here; or there, 

it’s not an outreach, it’s not an … it’s not a community-based … (ArtistX). 

The participants revealed the importance of dancers with disabilities and dancers without 

disabilities understanding their abilities, gaining skills, and developing principles that help both to 

reach quality standards. They also alluded to the fluidity of the work created when both parties 

attain an equilibrium balance. 

We’re working with various disabilities, and that makes it more amazing. So being a deaf person 

and working and being with hearing people with various disabilities, it’s really amazing; so, it is 

inclusive (Dale). 

There are principles that able-bodied dancers go through, which are also okay for a disabled body 

to go through. And I just feel like it, but it is important, because it makes the work smoother. And 

obviously, we wanted at high level, and we want the work to be good. Not many people work this 

way; this is just my way and this is my understanding of what I think should happen when it comes 

to disability and dance inclusivity (ArtistX). 

The participants expressed strong feelings about inclusivity through understanding different 

abilities while there is no compromising on performance. The participants are passionate about 

collaborative work and “merging together” as one. They alluded to having formulated their self-
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identity, based on what they can do. They have not placed the focus on their impairment or the fact 

that they dance in an inclusive company, that portrays various abilities. 

Our main aim is also inclusivity; so, it’s where we don’t try and see the disabled body. We try, I’m 

not saying we’re trying to be able, but we’re trying to work with the word “inclusivity” and the 

physical part, you see, the abled and the disabled, but we try and merge both, so that we don’t see. 

We’re trying to make one; we’re trying to dance one mingo (ArtistX). 

It’s really about how we bring people with disabilities and without disabilities together into one 

space to work together and create works together, without worrying about, you know, showing 

disability, and look at what they can do. It’s not about that (Eden). 

Participants held the perspective that individuals with various abilities can dance together and that 

they can derive both personal and professional identities through dancing together. 

We’re not saying we want people to look the same, because we also don’t produce robots. That is 

not what we’re trying to do. But we’re trying to push people and challenge them on the same level, 

and not have this thing of, “No, because you can’t stand, or you can’t hear, I’m gonna be more 

lenient on you than everybody else.” It defeats the purpose of work (Lee). 

ArtistX was adamant that difference does not dictate the professional level to which people with 

difference perform. He emphasised that the participants present as different, but should be 

recognised as professional artists, irrespective of difference. 

So, yeah, they see Lee’s physicality is in the wheelchair, but they need to see my physicality as 

well, coz we both dancers. She’s just in the wheelchair, I’m standing. There is a difference 
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physically, but there’s no difference in what it is that we’re trying to do. So, yes, yeah, inclusivity 

is merging as one, we’re not two different people merging. We’re the same people merging 

(ArtistX). 

The participants emphasised their ability to share in roles and responsibilities, which is a crucial 

part of them working together professionally within the realm of the performing arts. 

The role that we have to play, each one has their own role and responsibility within the 

organisation. And we all need to … what we do, we work together, we share our work, we share 

our ideas. Each one has various experiences, and each one has their own way of maybe sharing 

information. And we have to collaborate like that (Dale). 

Yes, it’s inclusive. Yes, we’re trying to create awareness of different people with different abilities 

working in the same space and working with each other. Um, but we’re trying to do that in a way 

where it’s still art (Lee). 

The participants highlighted that the interpersonal relations serve as enablers of the inclusive dance 

environment that people in an integrated dance space have access to. They identified and described 

an open and explorative dance environment as contributing to the positive experiences of people 

in an inclusive dance company. Participants expressed a sense of freedom that fosters an 

environment of trust, allowing them to trust each other — an essential dimension of dancing 

together. 

… you get to become a little more trusting of people (Alexa). 
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… you will build a trust, you see. Also, so it's where, I know now, you see, I'm not limited to 

anything. I can do whatever I want to do (Masie). 

Participants acknowledged that the inclusive environment is very supportive and fosters a sense of 

family. They have also become good friends outside of the company as well as inside, because 

they train together the whole day and every day. 

It’s quite open and free. We talk to each other like we’re family. And if there’s one thing that is 

out of place, we put it back; because we are not wanting to work in an environment that is 

unhealthy … the feeling of having a family, basically, that we can stick together and be supportive 

and be there for one another. I think that is what I value the most — the family time with them. 

(Mina). 

When asked about the inclusive dance environment, participants expressed a sense of belonging 

and knowing that someone trusts you. 

… knowing people believe in you and trust you. And also, it gives you the drive it gives you to feel 

as a human (Steve). 

We just find it easy to work with each other in that place. We’re always honest with each other, 

we’re always caring for each other, we’re always there for each other, as well. So, whatever 

someone can’t do, a certain thing, then we all just get on, go in there for it and work out whatever 

we can to build a proper structure of something (Mina). 
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4.3.3 Theme 3: Adaptation is inevitable 

This theme captures the essence of how the participants have experienced full integration of people 

with disabilities and those without disabilities in the Inclusive Dance Company. They described 

their lived experiences of integration and how it shaped the necessity for appropriate adaptation. 

This theme is supported by two sub-themes: “We adapt so that everyone can” and A ripple effect 

(see Table 4.3.3). 

Table 4.3.3: Theme 3: Adaptation is inevitable 

Themes Sub-themes 

Adaptation is inevitable 
“We adapt so that everyone can” 

A ripple effect 

4.3.3.1 “We adapt so that everyone can” 

In this sub-theme the participants demonstrated that adaptation is one of the doorways to learning 

and thinking differently about integration of people with various physical abilities. The findings 

highlight that being open to adaptation allows for fluidity in the space of an inclusive dance 

practice. The participants described inclusion as a collective effort of all in the Inclusive Dance 

Company. 

We speak about inclusion, that it should be a collective effort (Lee). 

Steve suggested that when he was in an inclusive dance environment, he integrated himself by 

adapting his body to accommodate another person. He went on to explain that integration makes 

it safe for everyone. He made an example of how he was mindful of how he could make adaptations 

to his dance form that would allow a harmony of the two bodies’ dance experience. 
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I’m just gonna make an example with Eden … Eden is sitting on a wheelchair; how do I adapt to 

that? Automatically my body has to go low to create a contact work with Eden. I cannot be up here 

and create a contact work. Eden’s head is lower than mine … When you integrate, you adapt to 

the situation. And then you make it safe for everyone (Steve). 

ArtistX, who is one of the choreographers in the Inclusive Dance Company, provided us with 

insights into their choreographic mantra that allows all to be included, enhancing participation. 

If the same movement cannot be achieved, we adapt it so that everyone can … (ArtistX).  

Eden, a key informant, referred to the dance classes in the Inclusive Dance Company, 

acknowledging that the teachers exercise the art form that challenges their ability to teach a 

comprehensive difference of bodies using integrative processes of adapting. 

Especially with people who’ve come into the company before. How they’ve really made their 

classes as inclusive as possible to not leave anyone behind. I would say, although it’s been 

challenging, it’s still good challenging, because you always have to adapt to whoever comes into 

the room. So, with that, I would say yeah, just a way in which everyone teaches, it’s different, but 

having to continuously adapt and find ways of yeah, how do I make space for more people and for 

different people? (Eden). 

The participants have also sifted their thinking to an adaptive view about the people with 

disabilities and the explorative process of the integration of the disabled body and their devices 

within a dance company. 
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… just being in a space where you have to not listen, be mindful of the different bodies, but also 

just see that the impediments are not necessarily separate to who they are, so it’s one body still 

(Alexa). 

How do they adapt to my situation? I know I cannot dance with someone who is on a wheelchair 

in a gravel road. You are limiting that person. How do they move their chair? Because the chair 

is part of the body itself. So, it’s not only a wheelchair separately, no. It is part of the body of that 

person (Steve). 

Participants confirmed that an environment that fosters adaptive uses of dance forms for 

choreographic devices, extends the kind of repertoires as a collective effort toward inclusion. 

It’s more like if the abled bodies on the floor, and there’s someone in a wheelchair, they will just 

do it in a wheelchair. So, if there are jumps, they lift like maybe the front wheels. If there is a turn, 

they’re just spinning; if you’re moving your legs, they’re moving their arms. But movements don’t 

change; it’s just a part of the body that might change (Alexa). 

4.3.3.2 A ripple effect 

In this sub-theme, the findings refer to an adaptive environment that has a knock-on effect on other 

relational influences and contextual structures. The participants acknowledged that it has added to 

the beneficial contributors of an inclusive dance company. They reflected on the nature of the 

inclusive dance environment experiences that have allowed them to develop unexpected, unique 

relationships and support systems among each other. 

We are a company that … was created with a sense of family (Steve). 
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… the feeling of having a family, basically. That we can stick together and be supportive and be 

there for one another. I think that is what I value the most — the family time with them (Mina). 

Alexa and Masie highlighted that inclusive work requires a level of vulnerability that equates to 

acquiring the ability to allow yourself to stretch your boundaries within a space of the unknown. 

You get to become a little more trusting of people. And then, as well as the way of thinking of 

movement. That really shaped a lot of my career after joining (Alexa). 

… to dance together, you learn to trust each other, because I spend, I can spend a lot of time 

without a wheelchair, neh? We’re rolling together, spinning together, which is huh … I was free 

because I trust them, you see (Masie). 

Charmaine, a key informant, mentioned that one of the greatest successes of the company was the 

holistic perceptual change of the people. She noted that in influential departments the Inclusive 

Dance Company impacted change in the operations of the Arts Theatre Centre to become inclusive 

of all abilities. She indicated that housing the Inclusive Dance Company in the Art Theatre Centre 

complex, with people requiring various accommodations to function optimally has created 

awareness, ideation, and response to change. 

I think Inclusive Dance Company, what’s the biggest — it’s the total mindset that has changed in 

the Art Theatre Centre’s building. Our technical people now see persons with disabilities … So, 

having the Inclusive Dance Company in the building, makes us more aware of how to change the 

building [so that it] is much more inclusive (Charmaine). 
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Charmaine also expressed that having the Inclusive Dance Company in the building has had an 

influx of audiences with disabilities because the Arts Theatre Centre has become more accessible 

for people with various disabilities. 

Our audiences have changed. People come more, in wheelchairs or visually impaired people come 

more, deaf people come more to watch productions. So, it is a huge plus to the Arts Theatre Centre 

(Charmaine). 

The findings revealed that the participants appreciated the adaptations made in the building, as this 

is one of the places where they feel people appreciate the importance of accessibility. 

It’s a blessing to be in a building like this, where they understand that it has to be accessible for 

people with disabilities. But like, as soon as we left this building, it was very different (Alexa). 

Steve reiterated that society should learn from the Arts Theatre Centre and adapt to the needs of 

the people. Steve alluded to the art of dancing together inclusively, creating a dialogue and 

influencing the thoughts of individuals about people with disabilities and it having the potential to 

spill over into society by breaking barriers. 

With inclusive dance, coming in, you as a person who’s seen as a normal person by the outside 

world, coming in, to watch a person with disability, you start learning more, and you start 

dismantling what your thoughts were before … So now, when you see that certain person in your 

society, your mind has shifted from before, because you’ve seen how a person may be engaged 

with him or her, and how he’s prolonged or created a dialogue that, in your mind was sitting 

otherwise. So now, when you see that person again, you’ve shifted a lot, because it breaks your 

barriers. So that’s how influential inclusive dance becomes in an inclusive society (Steve). 
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4.3.4 Theme 4: The value of participation 

This theme highlights the participants’ value of inclusive dance that provides a platform for all to 

participate. In this theme, the participants described their meaningful engagement in the 

occupation of inclusive dance. They, however, alluded to the barriers to opportunities in the South 

African context. The theme includes two sub-themes: Meaningful engagement in inclusive dance 

and “Valuing the work and it not being valued”. 

Table 4.3.4: Theme 4: The value of participation 

Themes Sub-themes 

The value of participation 
Meaningful engagement in inclusive dance 

“Valuing the work and it not being valued” 

4.3.4.1 Meaningful engagement in inclusive dance 

In this sub-theme, the participants expressed that they value the inclusive occupational practice of 

the people in the company, as it allows them to be contributors to society and adds to their quality 

of life. They value their autonomy to voice their opinions and add to the inclusive practice through 

their artistic form and use of self. One participant mentioned that he values the experience that he 

gains from being part of an inclusive company because there are not many male artists in South 

Africa who have experience working in an inclusive company and he values that. 

Having the experience that not a lot of South African male contemporary men touched on, you 

know, because it’s the only company in Cape Town. It’s good to say like I danced … for example 

... have you ever danced with a wheelchair before? And then I can go and then I can explain 

because of the experience. That’s what I value the most (ArtistX). 
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The participants expressed that inclusive dance and dancing together provide a sense of meaning 

for them, which extended to them realising that disability does not represent who they are, as 

evident in Alexa’s articulation: 

I’ve seen that over the years of being part of an inclusive dance company and how people don’t 

realise that your disability, it really doesn’t make who you are. It just, if anything, adds to your 

value (Alexa). 

Key informants indicated that having an accessible building to rehearse in, as well as funding have 

an impact on the opportunities for inclusive work to be available for all. 

They started the Inclusive Dance Company, and then they didn’t have a home. So, I said to them, 

“Ok, for you to flourish, you need to be part of the Arts Theatre Centre, because where are you 

going to have a rehearsal space? Where are you going to perform? How are you going to have a 

home? ’Cause you don’t have a home” (Charmaine). 

Steve expressed the freedom of identity that inclusive dance has given him in the context of 

society. He identifies as a dancer and wants to be seen as a professional dancer despite his condition 

of albinism. He demonstrated a sense of self-identity, which is strongly influenced by the art of 

dancing. 

I’m an artist, I’m a person, I’m whole, I’m Steve (Steve). 

Likewise, Dale expressed how inclusive dance has developed, how he embraced his identity as an 

artist. He described how he never used his voice because he was shy, by the sound he made when 
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trying to communicate. He noted that he started using his voice because it is part of who he is, his 

identity. 

I don’t keep that noise in anymore, I use it. If I feel like wanting to make the sound, I will make the 

sound (Dale). 

The participants’ perceptions regarding factors that tend to impede their view of themselves, 

particularly as it relates to how society views people with disabilities, do not always equate to how 

the participants themselves identify. Dale related another story about later in his career where, as 

an artist, he auditioned for an “open call” and was rejected because people saw his disability of 

being deaf first before his skill as a dancer. He explained that he never went for an audition again 

because of this experience. He noted that being part of the Inclusive Dance Company has “made 

me bigger than what they thought I couldn’t do.” He revealed that their work and identifying as 

performers allow them to provide workshops for schools and various companies and also to travel 

the world. 

We travel a lot, we fly a lot, we travel the world. All over Africa, we go to the schools, we go to 

each province, we have a lot of workshops, at special needs schools, you know, various companies. 

Because we are integrated and also they see the work that we do. And they’re surprised that people 

with disabilities are capable of doing anything (Dale). 

4.3.4.2 “Valuing the work and it not being valued” 

This sub-theme captures the participants’ perspectives of the value they attach to the 

groundbreaking approach of doing inclusive dance. They value their advocacy role within a 

societal paradigm where the attitudinal responses to inclusive dance are scarce. The participants 
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realise that the task of continuing inclusive dance weighs heavily on them and may require creative 

mediums to show its worth. 

The participants alerted to how the impairments of dancers are influenced by society’s views on 

the identity of people with disabilities rather than allowing them uniqueness and individuality. 

They expressed the perception that society has, that people with disabilities cannot dance. They 

lamented that people were surprised to learn that people with disabilities can dance and often 

questioned how they can dance when they are in a wheelchair. 

I do everything on my own. I don’t like to depend on people. I want to see people see that this 

person can do everything (Masie). 

I remember Dale went to quite a few auditions where they were very interested in him and working 

with him, but the fact that he was deaf put them off (Eden). 

The participants also stated that they value the work because it creates an opportunity that does 

not exist outside of their company in South Africa. This was affirmed by a key informant as one 

of the reasons the company started with the dance projects. 

That was one of the reasons why we did the project, just to create awareness on inclusion and 

integration (Eden). 

The perceived impact of impairment on their ability to dance was highlighted by Candice during 

their outreach programmes in the communities when she approached a parent who had a child with 

a disability. When Candice wanted to offer the child an opportunity to participate in the dance 
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programme, she alluded to how the parent responded to her when she said that the child could 

participate in the dance training programme despite his disability. 

His mother asked me, “How is he going to dance if he is like this?” … I’m like … “We work with 

kids like this” (Candice). 

Dale described his experience that, despite him identifying as an artist, he still had to prove his 

ability to dance to society. He was invited to be part of a performance for Queen Elizabeth in 2000. 

He said that although he received praise for his performance, the focus of many people attending 

was, “How is it that a deaf person can dance?” He alluded to them discarding the fact that he 

identified as an artist first before his impairment. 

The people, the audience and they’ve never seen people with disabilities that could dance and do 

this. Even a deaf person, they were like asking a lot of questions, like “You’re deaf, how can you 

do it?” And I said to them, “Don’t worry, you know, I know why, because I grew up with this. And 

also, I follow what the hearing people also used to do. So, I feel the vibrations and that goes 

through me. Our body, it works a bit different like that” (Dale). 

A participant described the entertainment and simultaneous advocacy value of an audience 

watching inclusive dance and mentally breaking barriers that make the conversation about 

inclusivity more accessible. 

Before like dance, becomes inclusive, it’s entertainment. And so, I think the entertainment value 

of an audience watching inclusive dance breaks that barrier much quicker, I think. Because like, 

just in general, if anybody watches, anybody who is differently abled, they’re doing something 

that’s normally done by the able-bodied, people are always like, “Wow, amazing, amazing!” So, 
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I think that already breaks the mental barrier of what the person with a disability can and can’t 

do (Alexa). 

The participants explained that inclusive dance creates a platform for people to dismantle their 

thoughts about disability through the experience of inclusivity. Candice, who is one of the co-

founders and dance teachers, stated that she values inclusive dance, as it is used as a vehicle to 

showcase that anybody can do anything when they put their mind to it. She noted that people often 

devalue people with disabilities, showing learned helplessness and creating a sense of dependence. 

However, the Inclusive Dance Company portrays the independence of people with disabilities 

through their participation in dance. 

For me, the importance is to show that anybody can dance, anybody can do anything if they put 

their heads and focus on it. For me, that’s the importance of inclusivity. And also, to change the 

people’s minds, because a lot of people, when they see a disabled body, they would … Masie would 

know also, the first thing they want to do is to help, you know. They don’t even ask if that person 

needs help, wants to be helped, or if the person can do things for themselves. So therefore, the 

inclusivity, for me, it takes that mindset out of people that a disabled person cannot do without 

another person (Candice). 

The participants highlighted the lack of opportunities available for inclusive work in South Africa. 

They recognised the devaluation of inclusive dance in the development and implementation of the 

South African performing arts policies as an identified barrier to implementing inclusive dance in 

South Africa. A participant who joined the Inclusive Dance Company during his experience on 

integration became curious about policies for integrative work in the arts sector and found that 

there were few opportunities or policy implementation for people with disabilities in the arts sector. 
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… When I look at structures that are meant to look after artists, there is no one with a disability 

who works in the sector, or people with a condition of a disability. I meant to say that there’s no 

one who works in integration. So, even in South Africa as a whole, there’s only one company that 

does this (Steve). 

Participants were adamant that the work they do is valuable and plays an important part in the arts 

industry and broader society, but it is not being recognised by South African society. They said 

that “Work is here and alive” but “our country is deaf”. 

This country is only getting what they want when they make a noise (Candice). 

Should we make a noise for you to see the beauty? (Steve). 

Inclusive dance, from the perspectives of the participants, is about creating work that tells 

mainstream stories, and the unfolding of working together happens organically but is not 

necessarily their focus. 

They need to start looking at us as mainstream, we are a mainstream company (ArtistX). 

Charmaine indicated that she uses the arts as a vehicle to promote that the arts are for everyone 

and can break misconceptions. 

For me, being a person with disability myself, I’ve realised I can use the arts as a vehicle, to make 

people more understanding … So in order for people to understand disability as well, it’s for them 

… [to know that] you can have all the policies; if you don’t implement it, it means absolutely 

nothing! (Charmaine). 

https://uwcscholar.uwc.ac.za/home



72 
 

The participants believed that the role of inclusivity should be everyone’s responsibility and that 

“unity is better than separation”. They asserted that the government should allow them to educate 

people about inclusivity and allow them to be part of committees. They emphasised that more 

stakeholders need to join the Inclusive Dance Company to advocate for more individuals to have 

exposure to inclusive dance. However, they are aware of how their appearance is perceived by 

society. Participants stated that dancers with disabilities are viewed by society only in terms of 

their disability, despite they themselves identifying as performers. 

All of a sudden, you’re seeing this body, moving so beautifully in front of you. But this body is seen 

as a disabled body by society (Alexa). 

[There is] the perception of people thinking that a dancer is a perfect body and a person with an 

imperfect body cannot do anything (Candice). 

But what are we trying to do as a society? … We’re trying to create a different mainstream, and 

say there’s a disability mainstream, and there is an abled body mainstream. We need to just, I 

think … I hope there could be just other stakeholders who are coming to the party, to work together 

with the Inclusive Dance Company in order to dismantle all the [problematic] things (Steve). 

Participants also described how the current society has two streams — one for people with 

disabilities and one for people without disabilities. They fail to see the need for two streams, 

instead of one stream that can accommodate everyone. 

I think it’s also a matter of like, broader society not making two ways about it. It just has to be one 

way… not an extra box you need to tick, there’s an extra entrance you have to go through, there’s 

an extra of this … I think that we will actually see way more people who look different and are 
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different in the world. We’ll see them all over. And I think they’re going to just become normal, 

and there won’t even have to be a need for an inclusive society, to just be society (Alexa). 

Participants argued that they have done so much lobbying and advocacy for inclusive work and 

now feel that they have reached a point of exhaustion. 

I mean, we’ve tried. And we lobbied. But because we are this small company ... So, if there are 

more companies who support what we stand for, then you know, we will lobby more. But we’re 

very, small. And even though you explain, and you’re telling them and teaching them, they’re still 

gonna do the same thing (Dale). 

I’ve gotten to the point where I feel I’ve exhausted, or at least I feel exhausted to the point where 

I’m tired of having conversations around inclusivity (Lee). 

They nonetheless mentioned that more lobbying can be done by collaborating and possibly 

exploring new avenues such as commercial work. They are however afraid that the focus may be 

obscured and disability-focused rather than the aesthetic beauty of the performance. 

There’s also money there, but my fear there is with commercial work. Where, we’re putting 

disability on blast and we might, that might not be our focus or our aim there. But if that’s how 

society will perceive it, because there’s such a lot of groundwork to be done where education is 

concerned, work on any other topic or concept, which is what we’ve done on what is disability, 

what is inclusion and why is it not the same thing (Lee). 

A participant mentioned that she was part of another inclusive dance company that closed, and 

they started and continued the work because of the value they feel it has for society. She went on 
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to say that we live in a democratic society, “but yet there are little opportunities for everyone” 

and that this inclusive company is a means to create opportunities to do inclusive work despite 

how challenging it is. 

… and for work, like what do we need to do to still not be as valued by society as it should be. It’s 

quite a thing, I don’t know …(Lee). 

Participants alluded to South Africa not valuing inclusive work and it just being a word used. They 

noted that people are not curious and will not explore or ask questions. They expressed that 

inclusive dance or work should be a collective effort and should be voiced like the “Fees Must 

Fall” and the “Me Too” movements. 

… there’s a dance festival and then there’s an inclusive dance festival. Why can’t you just have a 

dance festival that has all of those things to it? (Alexa). 

… they’re always saying that inclusivity … but I also feel that it’s not really inclusive, especially 

here in South Africa (Dale). 

4.4 Summary 

This chapter discussed the findings of the study, which reflected the participants’ perspectives. 

They expressed how their participation in an inclusive dance company was perceived and 

experienced by them, as well as the barriers that persist. Four themes emerged from the findings 

of this study: Theme one captured the participants’ experiences of their training and the 

inequalities to training standards and rigour that were attained by people with disabilities and their 

counterparts in South Africa. Theme two outlined the participants’ perspectives regarding enablers 

of an inclusive dance environment. The theme identified the factors that contribute to the dancers 
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with disabilities and those with no disabilities dancing together in one dance space and how it 

helped participants establish their roles as dancers in the art industry and broader society. Theme 

three focused on participants’ positive experiences of adaptations that evolved as the result of the 

ripple effect of an inclusive dance practice. The final theme highlighted the meaning of inclusive 

dance and the appreciation that participants think society should show for their work. The theme 

foregrounded the barriers that exist in relation to the development of opportunities and the role of 

an inclusive dance company for broader society. 

In the next chapter the findings of this study will be discussed. 
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CHAPTER 5: DISCUSSION 

5.1 Introduction 

This chapter presents a discussion of the findings as they relate to the aim and objectives of this 

research study. The discussion aims to generate an understanding of inclusivity through the 

participants’ experiences and the practices implemented in the Inclusive Dance Company. The 

discussion further elaborates on how the findings could be used to further inclusivity in society. 

Firstly, the discussion of the findings shows how the training of the participants in the Inclusive 

Dance Company in terms of practice, approaches, and principles can inform an understanding of 

inclusivity of people with disabilities. Secondly, the discussion highlights the internal and external 

adaptations that are mandatory and transformative, as experienced by the participants in the 

response to inclusivity. Thirdly, it unpacks the personal and professional development that occurs 

as a result of training in an inclusive dance company. Lastly, the chapter discusses the values that 

are established within an activist and advocacy role to implement inclusive practices in society 

based on the participants’ experiences. 

5.2 Dance practices, teaching principles, and training used in inclusive dance  

5.2.1 Equality and equity of training in developing as a dancer 

An initial objective of this study was to explore and describe the participants’ perceptions and 

experiences regarding the approach to dance practices, teaching principles, and training used in an 

inclusive dance company. The study found equality and equity of training for the developing 

dancer with disability to be a barrier. For example, when a young disabled person decides to pursue 

dance training, the lack of methodological training usually arise as problems (Aujla & Redding, 

2013). One interesting finding that emerged was that prior to joining the Inclusive Dance 

Company, the training of the participants was varied and followed progressively different routes. 
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The participants with disabilities described their first exposure to dance, as being at their respective 

special schools through dance extra-mural activities offered at the special school. This sparked 

their interest in dance, which they then explored as an occupation at a professional dance company 

after school. The participants related that the opportunities for dancers with disabilities in training 

programmes are few to none, whereas access to mainstream training companies like Dance for All 

and the Jazzart Dance Theatre are easily accessible for able-bodied dancers and these companies 

regularly accept abled dancers either as trainees or company dancers. According to Aujla and 

Redding (2013), the exclusion of disabled dancers in training companies from their non-disabled 

peers causes a barrier to inclusive dance practices in its initial stages. Dale, who went to a school 

for the deaf in the Eastern Cape, described being exposed to different kinds of dancing activities 

at school. Non-disabled participants, however, described their training route to be more 

mainstream where they attended an arts-focused high school and majored in dance-specific 

subjects. For example, Mina, ArtistX, and Alexa all indicated that after high school, they pursued 

dance training at a professional dance company or as an undergraduate student at a dance school.  

These findings illustrate an imbalance in training routes based on the experiences of disabled and 

non-disabled dancers who participated in this study. Among the issues that emerged from these 

findings are the power imbalances and entitlement to a dancer’s space, which relates back to the 

classification of ableism (Bogart & Dunn, 2019). Ableism is characterised by stereotyping, 

prejudice and discrimination of people with disabilities (Bogart & Dunn, 2019). Disability Studies 

scholar Fiona Kumari Campbell’s (2001, as cited in Bogart & Dunn, 2019) definition further 

focuses on ableism being dehumanising as it produces a particular kind of self and body that is 

considered as essential to being fully human. Disability then is cast as a diminished state of being 
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human. These references to ableism explain the inequalities that the findings represent regarding 

the training routes followed by the disabled and non-disabled dancer participants.  

The differences in the participants’ progressive training routes imply an advantage to non-disabled 

dancers, where they were easily able to access a dance syllabus and curriculum at an arts-focused 

high school. In contrast, the disabled participants had access to dance activities that were not 

necessarily mainstream, but which could rather be viewed as extra-mural activities. These extra-

mural dance activities could not be measured against dance approaches and principles linked to 

specific outcomes of a curriculum, thus creating a gap between the disabled dancers and their non-

disabled peers. It can thus be argued that an access barrier from school level to higher education 

exists for disabled dancers who want to enter a professional dance company and pursue it as a 

career. These findings support Whatley’s (2013) view that early provision of inclusive dance 

education is necessary so that children are acquainted with dance from a young age and enabled 

to access mainstream options for later education. These findings therefore have important 

implications for the facilitation of access to dance training and, thereafter, opportunities for 

employment for people with disabilities in the Arts. 

Eden, one of the key informants, stated that the isolation of disabled children in special schools 

and non-disabled children in mainstream schools perpetuates a lack of interaction and integration 

with each other. She related her point of view to her observation that disabled and non-disabled 

dancers are not used to sharing spaces because of their separation at grassroots dance training, 

which could result in resistance or anxiety when they are exposed to integrative training 

programmes. These findings highlight a lack of inclusive dance approaches and principles 

implemented due to the separation of disabled and non-disabled dancers. The National Curriculum 
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Statement of the Department of Basic Education and the Education White Paper Six are sensitive 

to issues of diversity such as poverty, inequality, and disability (DoE, 2001). However, despite 

these policies, students with disabilities still face discrimination negatively influencing 

opportunities for employment within the arts. It is important that the challenges encountered by 

disabled artists are highlighted and that inclusion in the arts is addressed. It is for this reason that 

the participants in the Inclusive Dance Company have regular outreach workshops at mainstream 

schools and special schools to assist in the facilitation of inclusive approaches and principles in 

society. If the Department of Basic Education can collaborate with inclusive dance companies, as 

the theme “training exposure” (see Chapter 4) suggests, they could work on introducing a 

programme to assist learners of mainstream and special schools to access inclusive dance practices 

to make this art form accessible from an early intervention point of view. 

Steve, who attended Athlone School for the Blind, pointed out that securing a learnership is the 

most promising employment option after attending a special school. He stated that applying for a 

learnership means that the disabled person commits to a 12-month programme, receives a stipend, 

and that is where it ends. He questioned whether society is “stuck’, saying that this is the only 

option of employment for people with disabilities and it implicates society’s exclusion of disabled 

persons from employment opportunities. He was saddened by the lack of exposure that people 

with disabilities experience in dance training programmes because of the lack of awareness of 

inclusive dance practices and training. This finding is indicative of opportunity barriers because of 

the narrow view society has of inclusivity to occupations other than learnerships. Moreover, it is 

in conflict with the United Nations Convention on the Rights of Persons with Disabilities 

(UNCRPD), and in particular Article 24 that states that persons with disabilities should receive the 

support required, within the general education system (UN, 2006). It is essential that platforms are 
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created where dancers with disabilities feel respected and are seen as equal peers with their non-

disabled counterparts. This means that educators and allied staff, such as occupational therapists 

in special schools should create opportunities for career exploration based on the interests of the 

learners in special schools and learners should receive the necessary support to access these career 

options. Special schools should also facilitate networking with organisations, tertiary institutions, 

and local community NGOs that can assist in accessing opportunities, such as inclusive dance 

companies. 

Another important finding that emerged relates to access to auditions for people with disabilities 

into mainstream professional dance companies, where they experienced auditions to be difficult 

and, in some cases, a dead-end to further their dance training or an opportunity to be employed by 

a dance company. Participants with disabilities expressed their interest in “open call” auditions to 

a professional dance company but were denied access or declined after declaring their disability. 

The disabled participants questioned the meaning of an “open call” audition and its contradiction 

of its non-acceptance of dancers with disabilities. Dale was one of the deaf participants who 

auditioned for an “open call”; his experience of refusal was so damaging, that he vowed never to 

audition again.  

The issues emerging from these findings relate specifically to the inequalities and equity 

imbalances that persist for people with disabilities in terms of access to a standardised syllabus to 

dance education and equal opportunities to training programmes or employment. Disabled dancers 

are expected to perform at a standard and level of dance calibre to which they were never exposed 

to, to begin with. If an “open call” is implemented, as it is being implied or portrayed, then people 

with disabilities should be able to audition and be accepted without discrimination towards their 
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disability and be able to have the same full participation in the training and employment in a dance 

company as their non-disabled peers. The UNCRPD Articles 24 and 27 state that inclusion and 

participation in education and employment should be made available for people with disabilities 

based on an equal basis (DSD, 2016). This policy should be implemented across organisations and 

dance companies with the necessary support, curriculum, and reasonable accommodations of 

practices, approaches, and principles to further inclusion in society. 

The Inclusive Dance Company, to which the participants are affiliated, is a pioneer on the 

implementation of an inclusive pedagogy of an inclusive practice in South Africa. Therefore, 

tertiary institutions should collaborate with the Inclusive Dance Company to establish a formalised 

syllabus to facilitate modules and possible programmes to make inclusive practices available for 

disabled and non-disabled people to dance inclusively. The Inclusive Dance Company and the 

participants could also be granted funding from the National Arts Council to establish more 

inclusive dance companies in South Africa to facilitate more accessible locations of inclusive 

dance companies in communities.  

5.2.2 Interdependent teaching approaches and principles  

The findings highlighted the varying approaches and principles to inclusive dance training the 

participants are exposed to, one of which is on-the-site inclusive training of the participants that 

focuses on inclusive development that aims to bring disabled and non-disabled dancers to a 

cohesive dance calibre. Furthermore, the inclusive dance practice adopted provides opportunities 

to accumulate the skills and experience necessary for the professional dance industry.  

While the Inclusive Dance Company of the participants provides a platform for inclusive training 

and work, Stopgap, a British inclusive dance company, still trains young people with disabilities 
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separate from their non-disabled peers (Needham-Beck & Aujla, 2021). Their contemporary dance 

syllabus focuses on progression and development to bring people with disabilities to the same level 

of dance education as their non-disabled peers (Needham-Beck & Aujla, 2021). This literature is 

important in its position on the segregation of disabled and non-disabled dancer training as a global 

issue. The implication of the establishment of companies such as IRIS may be that if the 

segregation of training persists, showing that dance rigour and balance can only be achieved by 

separate training, it will continue to have an impact on the core beliefs of inclusive dance. An 

inclusive training approach such as the one the participants experience in the Inclusive Dance 

Company supports the UNCRPD article 30 that promotes measures to ensure the right of persons 

with disabilities to take part on an equal basis with others in cultural life (DSD, 2016).  

Furthermore, the training syllabus the participants in the Inclusive Dance Company refer to is 

borrowed from a neoclassical and contemporary dance syllabus, depending on the dance class and 

dance teacher. This differs from the literature found in the inclusive dance syllabus in UK 

companies such as Stopgap that followed an anecdotal route because the company had no prior 

knowledge to use as a reference for inclusive dance practices (Burridge & Nielsen, 2017). Their 

training was largely developed through trial and error and most inclusive dance sessions were 

improvisation-based with an emphasis on creativity and enjoyment (Burridge & Nielsen, 2017). 

However, the current study does not support the previous research in terms of their approach to an 

integrative dance syllabus for inclusive dance practices. Participant ArtistX, one of the dance 

teachers, mentioned that a neoclassical and contemporary dance syllabus is used to build 

uniformity for versatility and range of movement for technique, using the physical abilities of each 

dancer. ArtistX elaborated by noting that a neoclassical and contemporary syllabus can be 
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exclusive for people with disabilities if used in its pure sense because of its rigid nature. The 

participants therefore adopted approaches and used applied dance principles alongside the selected 

neoclassical and contemporary syllabus to facilitate inclusive dance training and experiences to 

create work together. These findings help us understand that a neoclassical and contemporary 

syllabus is useful to further inclusive dance, as all participants are brought to a similar level where 

the difference in abilities is used as an advantage in improvisation and creative expression. The 

sub-sections following discuss commonly described approaches and principles as they unfolded in 

the findings of this study.  

5.2.3 Approaches 

The most frequently used approach, as indicated by the participants in this study, is improvisation. 

The participants explained that improvisation is the essence of cohesion and enhances and enables 

learning. They suggested that improvisation as an approach makes room for all to participate. 

Biasutti (2013) defines improvisation as spontaneous, creative movement characterised by the 

expression of body emotions. More specific to improvisation is the term “contact improvisation”, 

which was first introduced by Steve Paxton in 1972 (Albright, 1998). Contact improvisation 

focuses on the process of developing, which never truly ends. Contact improvisation can represent 

the disabled body differently because with its focus on development, it does not endeavour to 

recreate the aesthetic features of historical dance contexts (Albright, 1998). Similar to the findings 

in this study, the participants described how improvisation is the essence of what they do and 

allows them to understand the dancer next to them, accepting of how they may represent and 

interpret movements (Fortin et al., 2021). 
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Another approach highlighted in the findings that complements the improvisation approach is the 

open and explorative approach. The participants described this approach as one that allows 

creativity and expression, where they can be curious about different bodies and experiences when 

working together. An open and explorative approach, as mentioned by participants, gave them the 

freedom to express ideas, emotions, and interpretations through movement. On the contrary, 

mainstream dance approaches have traditionally followed a transmission model of teaching, where 

learning is dependent on students’ ability to precisely imitate movements demonstrated by the 

teacher (Sööt & Viskus, 2014). This kind of approach, as viewed by Sööt and Viskus (2014), is 

restrictive and exclusive of people with disabilities.  

An approach observed in the findings is the implied expressions to the somatic approach, where 

they became aware of their bodies in relation to each other and embraced their impairments or 

devices using them as part of the choreographic feature. Sööt and Viskus (2014) describe the 

somatic approach as leading dance students to their bodies and teaching them to become aware of 

their special features.  

Additionally, Stopgap refers to three approaches, with one being improvisation, as also discussed 

by the participants in this study, but the other two, translating and blending, are also implied 

through the analysis of the findings (Shibata, 2017). This is evident in the participants’ dance 

experiences evident in the way they described how they move as one, irrespective of ability, and 

how they adopted personal stories, culture, and language as part of their inclusive dance practices. 

The participants explained that they must think differently about movement. They are aware that 

everyone will not necessarily look or move the same to create collective work, which is the 

outcome of practicing the translation approach. This signifies a move away from traditional 
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methods for teaching dance techniques that lean towards the development of bodily control and 

artistic expertise (Whatley, 2013). 

The other approach mentioned by Stopgap (Shibata, 2017) is blending, which refers to the 

congruent blending of people’s lived experiences into one dance form or practice. through simple 

improvisation engaging each other’s stories and acknowledging diversity. The findings thus 

demonstrate the practice of this approach and show how the participants use their own stories and 

experiences in their dance performances and styles. One such example of the blended approach 

that Steve referred to when he spoke about the programme offered in the Inclusive Dance Company 

was sign dance and how they developed the sign language alphabet using their bodies. He further 

stated that sign dance is unique to their inclusive dance practice in the company, drawing on South 

African Sign Language (SASL), thereby enabling a new skill for dancers and an improved 

communication strategy for deaf dancers in the Inclusive Dance Company. Dale, who is deaf, as 

well as other participants of the Inclusive Dance Company also articulated how they have used 

their lived experiences to blend and create a non-traditional inclusive dance practice. No literature 

could be found on this practice, as it is original to this Inclusive Dance Company, as it lays the 

foundations of its own inclusive choreography. Participants also mentioned that they do not follow 

a hierarchical approach to choreography where there is an artistic director rather, they follow a 

collaborative learning approach where different dance teachers and trainees take the artistic lead. 

This finding is significant in respect of it creating autonomy and thus fuels inclusive dance 

practices, meaning the full participation of people with disabilities (Rowland, 2004).  

5.2.4 Principles 

The findings of this study revealed that in this Inclusive Dance Company, there are specific 

principles implemented that make it possible for all to learn and work coherently. For example, an 
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important finding of significance is that tolerance as a principle complemented the approaches and 

practices employed in the inclusive dance environment. The participants also deemed the principle 

of tolerance to be a positive factor that influences their engagement and integration. This finding 

explains that tolerance helps us see the diverse humans allowing freedom to co-exist. The principle 

of tolerance encompasses the willingness and ability to respect and show acceptance of another 

person (Lisovskaya & Zhuk, 2019).  

Mina mentioned that tolerance creates an environment for dancers to get used to each other’s 

personalities, mindsets, and work ethics. This finding is consistent with that of Adam Benjamin’s 

(2013) view, that the principle of tolerance made students who cannot see or walk increasingly 

believe in their ability to express themselves through movement, realising that their bodies were 

full of possibilities (Benjamin, 2013).  

In contrast to principles of tolerance and acceptance, which celebrate individual differences and 

promote a more inclusive environment, other studies referred to in Benjamin (2013) are concerned 

with the rigid standards in ballet companies that advocate conformity. For example, children in 

ballet classes are being measured against someone’s idealised standard and are openly told that 

only a specific body type will be acceptable (Benjamin, 2013). This phenomenon highlights the 

often rigid and unrealistic standards set, which can lead to negative body image and self-esteem 

issues among young dancers. The emphasis on a specific body type creates an environment where 

diversity in body shapes and sizes is not only undervalued but actively discouraged. Such standards 

can perpetuate a culture of exclusion and discrimination, where dancers who do not fit this narrow 

ideal feel pressured to conform or face rejection. 
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This also resonates with the experience of Kitty Lunn who was in an accident in 1987, had broken 

her back and is now a wheelchair user after being a dancer since childhood and well into her teens 

(Marshall & Morris, 2016). Lunn’s experience was less enthusiastic when she finally established 

the courage to join a ballet dance class, where she was sometimes ignored or simply tolerated in 

class (Marshall & Morris, 2016). This tension raises critical questions about the values within the 

ballet community and the need for a shift towards a more inclusive definition of beauty and success 

that embraces all body types. These examples imply a clear difference in principles between 

inclusive and mainstream dance companies where there is the principle of tolerance versus the 

principle of being tolerated. It appears that for the participants in this study, tolerance is regarded 

as imperative for inclusion and thus an important social value, focusing on the recognition of 

another person as equal to oneself (Lisovskaya & Zhuk, 2019). 

The participants also emphasised the principle of respect to the extent that they articulated that 

they do not treat each other differently. This encompasses mutual respect for each other’s craft and 

the understanding that each dancer can develop into an independent artist. These findings broadly 

support the view of Benjamin (2013) who states that respect evolves organically through teacher, 

dancer, trial and error, as much as it was through the successes experienced (Benjamin, 2013). 

Consistent with this understanding portrayed by Benjamin (2013), this study’s findings highlighted 

those participants demonstrated self-respect, respect for individual differences, encouraged 

individual freedom of choice, and refrained from force as a basic principle of respect in the 

Inclusive Dance Company. These findings regarding the principle of respect further corroborate 

the ideas of Aujla (2021), who asserts that inclusive dance practices establish an environment that 

nurtures creativity, aids self-development, enables self-expression, and fosters a sense of 

belonging for all dancers (Aujla, 2021).  
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5.2.5 Integration as a practice 

A significant phenomenon that was illuminated in the findings is the participants’ continuous 

reference to a sense of togetherness expressed in phrases such as “bodies working together 

inclusively” and “various abilities can dance together”. This sense of togetherness that they 

describe illustrates an integrative dance practice. The participants described the integrative dance 

practice as inclusive of different body abilities, integrating two or more genres, using objects as 

choreographic devices, and interpreting personal stories and life experiences in their performances 

and training. For Benjamin (2013), true integration means having confidence in professional 

excellence to create compelling artistic work for all the dancers in the company that is of a high 

standard. The participants in this study relate to this kind of professional excellence, as it 

corresponds with the level of integrative dance practice they strive for, as they explained that they 

do not compromise their performance or lead to “any kind of mediocre performance”.  

In South Africa, the category “integrated dance” was used mostly in the context of dance 

companies whose identities were bound in deconstructions of ableist bodies (Samuel, 2017). This 

means that it was a dance company that had disabled and non-disabled dancers, while inclusion 

allows everyone access to dance and equitable opportunities for everyone to develop. Further to 

this is the desire for full integration, but appropriate adaptation and translation are usually 

necessary leading to real inclusion. The participants in this study refer to an integrative dance 

practice, but they are interchangeably describing inclusive dance practices that enable all 

participants, irrespective of ability, to experience dance while being accepted for who they are and 

what they can contribute to the creative and learning process. 

Inclusion is regarded as a universal human right and aims to celebrate the diversity of all people, 

regardless of disability or any other differences (DSD, 2016). It is about having equal access and 
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opportunities and eliminating stigma and marginalisation (DSD, 2016). It is about being able to 

participate fully in society without restrictions or limitations (DSD, 2016). These values resonate 

with those of the participants of this study, as they described how they create their own style of 

dancing that accommodates different possibilities, where the dancers constantly try out new ways, 

working at various levels that culminate in an overall integrative dance practice. However, this 

form of inclusive dance practice does not come without risk, as emphasised by the participants. 

The participants described the increased risk they take in their inclusive dance programme by using 

various choreographic devices such as lifts, balance, and speed, where the wheelchair and crutches 

can be used inclusively in a dance performance. ArtistX mentioned that precautionary measures 

to lessen the risk of injury came with the exploration of inclusive dance and their lived experience. 

The inclusive dance practices, as perceived and experienced seem to indicate that inclusion for the 

dance company means being accommodating to everyone, irrespective of their ability.  

This finding is in line with one of the general principles of the UNCRPD, which states that society 

shall have full participation for persons with disabilities (UN, 2006). Furthermore, the inclusive 

dance practices are a practical implementation of the White Paper on the Rights of Persons with 

Disabilities to improve the lives of persons with disabilities (DSD, 2016). The participants also 

appeared to describe an interdependence of each other, acknowledging their different abilities, 

despite the perceived observation that one dancer is more able than the other. These findings are 

thus uncompromising in the position that inclusivity is not successful unless one party 

acknowledges that they, in fact, need the other party, that is, their inter-dependency. 

Black (1996, as cited in Anderson, 2006) in reference to working towards a society where disabled 

and non-disabled persons are brought together in true community, reminds us of our 

interdependency on each other. Hence, it can be argued that inclusive communities should be 
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characterised by an acknowledgement of the abilities of each individual, including those of persons 

with disabilities (Anderson, 2006). The findings suggest that inclusion is affected by the 

positionality of society to be able to celebrate difference and by its willingness to value 

interdependence, acceptance and respect.  

5.3 Adaptations made in dancing together 

The second objective of this research was to explore and describe the dancers’ perceptions and 

experiences regarding adaptations made in dancing together. In this section, the findings refer to 

adaptation as inevitable for inclusivity, that emerged as a common thread in the discussions with 

the participants.  

5.3.1 Adaptation as a medium to inclusion 

The findings suggest that the integration of different bodies prompted the participants to use 

adaptation as a strong medium towards inclusion. According to a scoping review of the literature 

on occupational adaptation, different views of adaptation are presented. Kielhofner (1980, as cited 

in Grajo et al., 2018) describes adaptation external influences on human occupation that involve 

modifications of activities, changes to the environment, and the introduction of assistive devices. 

Kielhofner also emphasises that identity and competence are established through interaction with 

the environment and are crucial to the adaptation process. In the occupational science literature, 

Frank (1996, as cited in Grajo et al., 2018) argues that adaptation through occupation is 

fundamental to occupational science and a dynamic process of engaging in an occupational 

repertoire to enhance the quality of life. Similarly, Wilcock (2006) argues that occupational 

engagement has the power to alter a person’s being and that the occupational therapist has a critical 

role in the adaptive process by providing optimal opportunities for engagement. Participants in the 
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study experienced that adaptation was one of the doorways to inclusion. Frank (1996, as cited in 

Grajo et al., 2018) defines adaptation as a dynamic process of selecting or organising activities or 

occupations to improve life opportunities and enhance the quality of life. This proposed definition 

of adaptation bridges the importance of occupational participation to impact health and well-being 

as it relates to occupational science. Building on Frank’s (1996) definition of adaptation, Wilcock’s 

(1998, as cited in Grajo et al., 2018) work, Reflections on doing, being, becoming and belonging 

seems to propose adaptation as an outcome of occupational participation. 

Adaptation according to Schkade and Schultz (1992, as cited in Grajo et al., 2018) is characterised 

as the change agent for the person and becomes an outcome of active engagement in occupation 

in pursuit of health. Similar to Nelson, Schkade and Schultz and Wilcock, also articulates that 

occupational engagement has the power to alter a person’s being and that the occupational therapist 

has a critical role in the adaptive process by providing optimal opportunities for engagement. 

Adaptation is ultimately a self-initiated process of engagement that can be facilitated by 

occupational therapists through occupation (1997,1992, 1998 as cited in Grajo et al., 2018). This 

means that a general educational and inclusive dance curriculum has not been created and 

developed for inclusive dance practices, and that adequate adaptations for occupational 

engagement and participation are absent for disabled and non-disabled persons interested in 

inclusive dance. On the other hand, the Inclusive Dance Company has created occupational 

opportunities and engagement through the lived experiences of the participants in the Inclusive 

Dance Company, allowing them to be exposed to a continuum of adaptations.  

Participants in the study experienced that adapting was one of the doorways to learning from each 

other. Alexa stated how appreciative she is to be housed in a building that has been constructed to 
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conform to the needs of people with disabilities. She also sadly noted that the participants soon 

realised that when they leave the building, inaccessibility elsewhere stares them in the face and is 

a reality. Supportive of this is Powell and Menendian (2015), stating that many groups require 

more than access; they require special accommodations to create inclusive structures that can 

support all. Alexa further commented that her everyday interactions with dancers with disabilities 

have made her aware of the challenges people with disabilities face on a daily basis in relation to 

society’s poor response to adaptation.  

One of the main challenges in teaching inclusive dance, according to Dinold & Zitomer (2015) 

relates to teaching methods and materials that are limited to facilitate the accommodation of a wide 

diversity of students within the same classroom environment (Dinold & Zitomer, 2015). Essential 

to facilitate meaningful participation for all students would be an openness to explore varied ways 

to adapt activities, instructional methods, or the environment (ibid.). This was echoed in the 

findings — the participants recognised that making adaptations retrained their thinking to the 

possibilities of being inclusive to dance and allowed all to perform at their full potential. Steve 

cited an example when he responded to Eden in her wheelchair, adapting his body height to 

accommodate her, while creating contact improvisation. He further stated that integration calls on 

us to adapt to what is presented to us, implying that society needs to adapt in response to people 

with disabilities to create a cohesive and inclusive society. The findings indicate that the adapting 

of the participants’ thinking and positive response to difference, led to an openness to learning.  

5.3.2 Fluidity of adaptation 

A significant finding is that the participants in this study established a mantra whereby, “if the 

same movement cannot be achieved, we adapt so that everyone can”, without compromising the 
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engagement and participation of everyone. These findings mirror that of a study conducted in 

London by Aujla and Redding (2013) about how effective differentiation acts in support of 

adaptation, and it being essential to ensure that all students are engaged and challenged (Aujla & 

Redding, 2013). The study explored barriers to dance training for young people with disabilities 

with the purpose of addressing the development of young disabled dancers by interviewing expert 

dance practitioners working in the integrated dance sector. The general findings suggest that 

creative potential and a strong work ethic are the most important and appropriate criteria with 

which to assess a young disabled dancer’s potential for further training. Moreover, the study found 

that teachers should be able to adapt methods and adopt an open, flexible approach to teaching. 

This concurs with the findings of this study, as the participants reported engaging in a variety of 

learning styles that can be adapted the needs of both disabled and non-disabled dancers. Aujla and 

Redding (2013) also found adaptation to be an important factor in ensuring high standards in 

inclusive dance.  

Not surprisingly, improvisation, discussed earlier, has also been an accompanying partner in the 

effortlessness of adapting for the participants. This study’s findings show that dance improvisation 

was also an interactive process whereby improvised dance movements were considered a form of 

adaptation to the situation (Biasutti, 2013). The spontaneity and curiosity of the participants, which 

is embraced by the improvisation approach, blended into the adapting skills participants gained 

over time. Biasutti (2013) agrees that improvisation allows you to adapt to the environment.  

The concept of fluidity of adaptation does not only apply to the participants individually or as a 

group but also to their surrounding environment. The key informants referred to the ripple effect 

of having an inclusive dance company located in the Arts Theatre Centre and the transformation 
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and orientation of the staff, building, and audience to inclusivity. The findings indicate an 

increased awareness of inclusivity evident in the active implementation of adapting the 

infrastructure of the building with the full support of the theatre board to accommodate dancers 

with disabilities in studios and on stage.  

According to the WHO (2010), the community-based rehabilitation (CBR) social component, 

physical barriers to social participation include inaccessible transport and buildings. Youth with 

disabilities’ rights to participate in dance can therefore be fulfilled by addressing barriers to make 

dance fully accessible, irrespective of impairment. This means that when the Arts Theatre Centre 

made adaptations to accommodate the Inclusive Dance Company for the participants, they 

addressed the physical barriers to ensure accessibility. The key informants related that the mindset 

of the technical staff shifted to implement systems for an enhanced experience of stage presence 

and production. These findings are significant to the development of guidelines to ensuring the 

presence of people with disabilities in buildings and other venues and allowing them to have a 

voice on the implementation of adaptation that involves them.  

5.4 Personal and professional development of inclusive dancers 

The third objective discussed in this study is the participants’ perceptions and experiences of their 

personal and professional development in the Inclusive Dance Company. The participants 

described how they created an inclusive environment through a culture of learning. The learning 

referred to thus contributes to the participants’ personal and professional development. 

5.4.1 Personal development 

A learning environment was identified as a major contributor to the personal development of the 

participants affiliated with the Inclusive Dance Company. In identifying specific factors related to 
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their personal development, the participants indicated that they learned about their own bodies and 

the bodies of others. Function versus form was identified as a distinct personal growth factor where 

participants bridged the thinking that all dancers do not have to produce the same form, but to be 

able to move coherently at a functional level, was the aim. An example was when a participant 

mentioned that dancers in the Inclusive Dance Company with different bodies do not have to look 

the same (form) to be dancing together (function). This is significant as it points to the participants’ 

personal positionality and attitude towards disability, in that persons with disabilities are not seen 

as “other”, different, or incapable because of how they look (Powell & Menendian, 2015).  

The findings illuminate an understanding of the concept humanising the other, where othering of 

people with disabilities is challenged and rejected (Powell & Menendian, 2015). The findings 

strongly point to the participant’s personal identity as that of being an artist first. This means that 

they do not appear to identify in terms of their disability but rather in terms of their ability, which 

speaks to the notion of a positive sense of self, as underscored by the affirmative model of disability 

(Swain & French, 2000). The common personal perspective on disability in the Inclusive Dance 

Company is that of affirmation, which originates in the affirmative model. The participants 

described an affirmative disability orientation, of difference that can be celebrated, one that can 

enrich life by embracing positive human diversity.  

Sööt and Viskus (2014) observe that dance is directly linked to the establishment of identity in 

individuals. They argue that dance teaching cannot be separate from general human development. 

This point of view resonates with the experiences of Dale, a participant who is deaf and who 

articulated how he felt ashamed of his unintelligible sounds when he tried to express himself to 

others. He established his personal identity through the acceptance of the sounds that he makes in 
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his efforts to communicate with others and confidently affirms his new personal journey. Sööt and 

Viskus’s (2014) view is further reflected in how the participants — both non-disabled dancers and 

dancers with disabilities in the company — described their experience to be challenging during 

the initial stages. Non-disabled dancers in the Inclusive Dance Company had insecurities about 

their ability to create work with a person with a disability but valued being given opportunities to 

overcome their challenges through engagement with dancers with disabilities in the company. The 

supportive environment of the Inclusive Dance Company and the non-traditional practices 

however allowed participants to overcome and move forward cohesively. These findings represent 

the opportunity created to access and to reverse experience of societal constructs of disability, 

leading to the true essence of inclusivity. Importantly, by working together as creative 

collaborators, the interest in bodily difference as an unusual sight was diminished (Whatley, 2013).  

The non-disabled participants also noted that a culture of inclusivity was formulated by 

challenging their personal assumptions about disability through open dialogue in the inclusive 

company, such as what it means to be disabled and the meaning of inclusivity of different bodies 

in a dance space.  These experiences nurtured their perceptions, illustrated by their feelings that 

everyone is welcome, grounded in the positive constructs of difference that were formulated in the 

Inclusive Dance Company.  These combinations of findings provide some support for the 

conceptual premise that true inclusion is created by embedding inclusive practices and values into 

the organisation’s approach to doing things. It can thus be argued that fostering an inclusive 

environment also means fostering authentic connections between individuals, despite their 

differences. The United Nations recently developed Disability Inclusion Strategy (UN, 2021) 

concurs with this through its statement of establishing a system that will systematically embed the 

rights of persons with disabilities into its work and build trust and confidence among persons with 
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disabilities to ensure that they are valued, and their dignity and rights are respected. This is really 

the example that all institutions in society not only the Arts, should follow to enable inclusive 

environments in people with disabilities can fully participate on an equal basis with others (UN, 

2021).  

5.4.2 Professional development 

The findings support the idea that participants develop personally and professionally 

and participate in practices that provide opportunities for dancers to present an artistic harmony 

otherwise not possible. Often society’s response to inclusivity is to lower standards to 

accommodate persons with disabilities (Mason & Rieser, 1994). The current study’s participants 

felt strongly about producing professional work while implementing the inclusion of different 

bodies and individuals. They stated that they never create “the same kind of repertoire” and “any 

kind of mediocre work”. This view of striving for excellence acknowledges differences and does 

not compromise standards. The implication of this response is the assumption that the drop in 

standards is inclusion (Zitomer, 2017). It has been established by Mason and Rieser (1994) that 

low expectations have been one of the main factors in the underachievement of many, however, 

the participants reported that inclusive dance practices challenged them personally and 

professionally to believe that true artistic function may mean moving differently but in unison with 

one another. These findings corroborate that inclusivity can be achieved without compromising 

professionalism. Furthermore, the teacher participants did not feel that the practice of inclusion 

lowered the quality of learning for other students. Instead, as according to the research of Jordan 

and McGhie-Richmond (2014, as cited in Zitomer, 2017), inclusion increased teachers’ awareness 

of their practices, and consistently benefitted all students.  
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The participants in the Inclusive Dance Company are pioneers of the implementation towards 

inclusion, as they are blueprinting the practice of inclusive dance in South Africa and, therefore, 

the need for professional development becomes vital. Despite being pedagogically aware, as 

described in previous themes, that is, perceiving inclusion to require flexibility, thinking on their 

feet, and being ready to adapt instantly in their teaching (Zitomer, 2017), a key informant 

commended the Inclusive Dance Company on their commitment. She described being proud to 

compliment the participants on their professional conduct, despite their funding challenges. 

Furthermore, the findings echo the professional standards of the participants to commit to a 

structured schedule and the expectation to adhere to it, irrespective of differences. This illustrates 

the professional structured teaching and learning that can be held within an inclusive environment. 

The findings suggest that the professional training and development of the participants in the 

Inclusive Dance Company prepared them for the “big wide world” where they learned professional 

etiquette, such as punctuality, discipline, and how they conduct themselves in the studio. Evidence 

of the participants’ preparation towards their professional development extended to international 

travel and engagements with other inclusive companies abroad. This resulted in them developing 

a professional presence that is internationally recognised, so much so that the participants have 

been invited multiple times to be part of inclusive work and festivals. The participants in this study 

have shown how their response to their professional development within an Inclusive Dance 

Company can be transferred to broader society to further inclusion. 

5.5 The value of inclusive dance 

The final objective of this study was to explore and describe the dancers’ perceptions and 

experiences about the value of inclusive dance practices. The findings on the value of inclusive 
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dance as an occupation is discussed through the lens of the interdependent function of four 

dimensions, namely: doing, being, becoming, and belonging (Hitch et al., 2014; Wilcock, 2006).  

5.5.1 Value of participation 

The participants’ meaningful engagement with inclusive dance as an occupation is suggestive of 

the value they hold of participation. This was a common thread through the different themes in the 

findings. The participants value their participation in dance and more so, their participation in 

inclusive dance because it provides a platform for all to participate. This shows the value of 

the opportunity that has been granted to them to participate in a mainstream environment and the 

value of adaptations, making it possible for all to dance. These findings are consistent with the 

recent research of Lingah and Paruk (2021) that aimed to explore the meaning that undergraduate 

occupational therapy students at the University of KwaZulu-Natal attach to dance as an 

occupation. Their study highlights that engaging with the environment through participation in an 

occupation is a collective human need, essential to survival (Lingah & Paruk, 2021). They further 

agree that humans participate in occupations to meet certain physical, psychological, and social 

needs, and that occupations allow humans to realise their aspirations and experience a sense of 

well-being. This implies that the absence of participation in meaningful occupations such as 

inclusive dance will diminish the essence of satisfaction in life for people with disabilities, thus 

supporting the findings of this study.  

In addition to the nature of dance inclusion, there are opportunities granted to voice their opinions 

and suggestions to the content creation; hence, giving them a sense of autonomy. These findings 

link directly with Wilcock’s (2006) theoretical framework, in particular doing–being, 

foregrounding a person’s sense of themself as an occupational human being and their active 
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engagement in meaningful occupations (see also Hitch et al., 2014). The participation (doing) of 

the participants in this study gives them a sense of self-acceptance and acceptance of diverse bodies 

(being). This means that denying people with disabilities participation will also inhibit them from 

the right as a human being to voice their opinions.  

The findings in this study contribute to the gap in the literature that addresses the UNCRPD policy 

where governments acknowledge the right of persons with disabilities to take part on an equal 

basis with others in cultural life such as within the occupation of dance. The findings in this study 

contribute to the gap in the literature that addresses the UNCRPD policy to recognise the right of 

persons with disabilities to take part on an equal basis with others in cultural life and the state’s 

obligation to take all appropriate measures to ensure that persons with disabilities enjoy access to 

it. The policy also commits to taking appropriate measures to enable persons with disabilities to 

have the opportunity to develop and use their creative, artistic, and intellectual potential, not only 

for their own benefit, but also for the enrichment of society (Klimczuk, 2015). Furthermore, the 

policy is in line with how meaningful engagements in inclusive arts can be implemented and to 

create an overall ability to participate in the occupation of dance. The findings point to important 

strategies that can facilitate opportunities for persons with disabilities to develop and use their 

creative potential, not only for their own benefit, but also for the enrichment of society (Klimczuk, 

2015).  

5.5.2 Value of opportunity 

The UNCRPD, Articles 9 and 24 are closely aligned and illustrate that opportunities cannot be 

considered valid if they are not accessible (Klimczuk, 2015). Accessibility is a requirement for the 

equal participation of persons with disabilities in society (UN, 2006). For example, persons with 
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disabilities cannot enjoy their right to education when the environment ie teaching methods, and 

infrastructure are not accessible and thus exclude rather than include. An issue of significance as 

revealed in the findings is that the management team of the Arts Theatre Centre appeared to be 

committed to the UNCRPD, illustrated in the way the participants perceived them to be supportive 

of their needs as well as those of disabled patrons of the Arts Theatre Centre. It can thus be argued 

that organisational values and actions need to align with policy such as the UNCRPD, to actively 

promote inclusion.  

A further remarkable finding highlighted is the medium that dance provides to create opportunities 

for active dialogue aimed at furthering inclusion. Opposingly, a troubling finding portrays how the 

participants’ experienced multiple encounters of exclusion as illustrated in their experiences of 

rejection at a so-called open audition, and being othered from an early age, while their right to 

participate in meaningful occupation was compromised. The participants did however articulate 

how being members of the inclusive company provided the participants a catalyst to participate in 

opportunities for active dialogue and activism through dance. Linked to these findings is the 

dimension of doing–becoming (Wilcock, 2006) that demonstrates how active engagement in 

meaningful occupations could contribute to visions of possibilities and aspirations for the future. 

It has allowed them to become aspiring professionals in inclusive dance and to become goal 

orientated as dance activists for themselves and others. 

5.5.3 Value of identity as an artist 

An interesting finding is that the participants value their identity as artists, which is experienced 

through the creative expression of their different bodies dancing together. The inclusive dance 

space allowed them to find their identity as an individual and as part of a collective. The different 
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bodies through artistic expression of tolerance and appreciation fostered a sense of pride in the 

diversity within the Inclusive Dance Company. The findings refer to participants experiences of a 

sense of freedom that significantly encompasses them to be vulnerable in the space, yet to be free 

as they can “just be” and live their identity as artists. This identity granted them a sense of 

belonging where they made connections and established relationships highlighted in their 

references to fellow dancers as family, hence clearly illustrating Wilcock’s (2006) 

conceptualisation of the dimensions of meaning of occupation. The participants through dancing 

(doing) in the Inclusive Dance Company established their identities as artists (being) through their 

connectedness (belonging) with the other dancers. It can further be inferred that an inclusive 

society can assist the shaping of identity through offering a space for all to belong.  

5.5.4 Valuing advocacy and using the arts as a vehicle 

The participants in this study described the advocacy value of an audience watching inclusive 

dance and the potential it has to mentally challenge stereotypes of dancers with disabilities and to 

make the dialogue about inclusivity more accessible. Studies by Urmston and Aujla (2021) 

confirm the association of inclusive dance with dance artists’ advocacy role and providing a voice 

for participants through art itself (Urmston & Aujla, 2021). In the findings, misconceptions 

regarding a perfect body were traditionally portrayed in the Arts. The participants were however 

clear on the advocacy role that inclusive dance play in the use of the Arts as a vehicle to transform 

misconceptions such as these and of people with disabilities in general. The participants implied 

that the arts can transport society towards inclusion if they “keep making a noise”. The art of 

inclusive dance thus has the potential to spill over into society by breaking societal barriers. 

Supporting these findings, Urmston and Aujla (2021) suggest that values of inclusive dance 
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pedagogy require a blend of determination and willingness not only to change oneself, but also 

activism to shift perceptions of dancing bodies.  

It is concerning that a minority of individuals engage in disability advocacy with very few co-

ordinated efforts aimed at transformation. There seems to be an opportunity for the development 

of CBR programmes based on the WHO (2010) guidelines for mainstreaming cultural life through 

the Arts. CBR programmes could collaborate with the Inclusive Dance Company in disability 

advocacy and policy implementation through a unified response. One key informant confidently 

recognised that the Inclusive Dance Company has inspired the implementation of inclusion 

policies in the Arts Theatre Centre towards inclusivity and accessibility for all. These advocacy 

values are directly linked to the goal of the South African Arts and Culture policy (RSA, 2023), 

which is interconnected to the UNCRPD. It can thus be argued that these experiences, as portrayed 

by the participants in the Inclusive Dance Company may be the premise for renewed partnerships 

to be established and for CBR to be elevated to what it is intended for - a society that practices 

inclusion. 

5.6 Implications for practice: Inclusive community model (ICM)  

In this section, the findings of the study are synthesised to offer an interpretation of the practices 

of the inclusive dance company and how it can be utilised to inform the furthering of inclusion in 

South Africa. 

Below is a visual depicting what inspired a suggested model, informed by the findings of this 

study: the Inclusion Community Model (ICM) and the components that have been identified that 

could be implemented to further inclusion by disability advocates, rehabilitation professionals and 

CBR practitioners. The suggested model is based on this population group of participants for the 
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interpretation of this study. The proposed model will be applied in reference to the role that 

occupational therapists could play in working towards inclusion.  

 

Figure 5.6: Inclusion community model (ICM) 

Source: Developed from data analysis 

Based on the findings of this study, Figure 5.6 is an illustration of inclusivity that focuses on 

fostering an inclusive, transformative, and empowering learning environment approach. It 

emphasises values such as openness to learning, self-expression, acceptance of diverse 

perspectives, professional development, adaptation, differentiated teaching and learning styles, 

and the promotion of autonomy, meaning, and active participation. 
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Overall, the inclusion community model (ICM) encapsulates this study’s findings as it pertains to 

how the participants experience and perceive inclusive practices. The model presents an 

interdependence of a holistic and progressive philosophy of inclusivity that embraces diversity, 

encourages personal growth and empowerment, and advocates for a community response to 

change, trust, and independence. This model portrays the interaction of the components to 

principles, approaches, and practice and is a representation of the finding’s core relations that 

create inclusion where all can participate. The ICM illustrates a connection of components, 

meaning they cannot function separately from each other. The model shows that all components 

build an interconnection that will produce inclusion in society.  

The model signifies the dancers perceived experiences and can be viewed as an illustration of the 

interdependent relationships of the theoretical framework of being, doing, becoming, and 

belonging. Thus, the theoretical framework of Wilcock, (2006) informs as follows: The principles 

represent the doing-being referring to the participants actively engage in inclusive dance, 

experiencing a sense of tolerance and respect. The approaches utilised in the model represent the 

doing-becoming, referring to the participants as dancers participating in adaptive methods of dance 

approaches and aspiring to become professional dancers. The practices utilised represent 

becoming-belonging, referring to the goals towards transformation and learning and the 

participants having a sense of connectedness through their experiences of autonomy and 

celebration. Furthermore, the synergy of the model is informed by the Affirmative model of 

disability as it relates to the celebrated identity of people living with impairments, included in their 

occupational engagement of cultural life. 
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Four key components that forms the foundation of the ICM are outlined to create responsiveness 

and understanding, namely: culture of learning, celebration of difference, transformation, and 

autonomy.  

5.6.1 Culture of learning 

This component fosters an openness to learning, which encompasses a learning (training) 

environment encourages inter-dependency and re-invention. At its core this component 

emphasises creating an environment that nurtures a love of learning and personal growth. It values 

openness, self-awareness, understanding one’s mind and body, creativity, freedom of expression 

at individual and group levels, a willingness to take risks, interdependence, and acceptance of 

diverse perspectives. It involves observing, listening, reinventing traditions, and coexisting 

peacefully. Relating to this component, occupational therapists can play an integral role in schools, 

tertiary institutions, and places of learning that will support teachers and learners to foster teaching 

and learning environments that allow all to participate and foster occupation exposure. 

Occupational therapists can collaborate with educational institutions that provide, allow, and adapt 

curricula, modules, and lectures on disability and reasonable accommodations or universal design 

strategies for new or future operations in the education sector. In this way, occupational therapy 

practice for example in special schools, could be broadened to include the occupation of dance. 

5.6.2 Celebration of difference  

This component broadly builds on accepting different perspectives and striving for excellence by 

embracing positive human diversity, seeing the person as competent and professional by 

acknowledging and celebrating their differences. This component focuses on professional 

development aimed at building an inclusive community that celebrates diversity. It stresses 
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upholding high standards, maintaining structure, accepting differences, providing peer support, 

developing a strong professional identity and presence, and undertaking training in areas like 

disability awareness, personal identity, orientation, and competency development. This component 

of practice highlights how occupational therapists need to be aware of the models of disability as 

a theoretical framework when working with clients. The knowledge of the models of disability 

will support the understanding of clients and their own disability orientation and positionality.  

5.6.3 Transformation 

This element catalyses a responsive transformative lived experience that has a ripple effect on the 

person and how they interact with and reinvent their environment. Core to the transformation 

component is adaptability, openness to continued learning, integrating varying teaching or learning 

styles, rethinking traditional hierarchies, differentiating instruction, and promoting autonomy. It 

involves adopting a non-hierarchical paradigm that allows for flexibility and differentiation to 

meet individual needs. This view addresses the need for occupational therapy programmes to 

extend across more non-traditional occupations and the need for student placement in settings such 

as CBR programmes where occupational therapists can impact the way people with disabilities are 

accepted and included in occupations such as the Arts. 

5.6.4 Autonomy  

In this last component, the focus is on nurturing the organic growth and alignment of personal 

values towards ownership and advocacy of inclusion, thereby promoting autonomous active and 

meaningful participation. Core to this component is instilling values that empower individuals, 

such as finding meaning, engaging actively, practicing dialogue, systemic advocacy, upholding 

freedom, building trust, and striving for independence. The component aims to produce self-
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directed, autonomous citizens. Thus, occupational therapists need to be informed about disability 

policies and be trained through the occupational therapy education curriculum to be responsive to 

the political climate, through research and publishing papers that can influence policy-creating 

platforms to engage the government. This would also require occupational therapists to respond to 

the challenge of becoming socially responsive and politically relevant by engaging in curriculum 

review (De Jongh et al., 2012). Two crucial aspects to be addressed is 1) the facilitation of students’ 

political reasoning by which students are challenged to think critically about inequities and power 

structures that exist in society and 2) the facilitation of critical reflexivity pertaining to their 

underlying assumptions in different practice contexts (De Jongh et al., 2012).  

Emerging from this study, the ICM model aims to demonstrate how transformation in society can 

be facilitated to further inclusion. Figure 5.6.4 represents a summary of the core sub-components 

that underpin the ICM of inclusivity as extracted from this discussion as they relate to the study 

objectives.  

 

Figure 5.6.4: Summary of sub-components 
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Source: Developed from data analysis 

The participants in this study have created their own path to having an inclusive occupational 

experience in society, despite the odds that face them. Very few people with disabilities benefit 

from this level of quality of life. It is through a process of the establishment of an inclusive culture 

of learning, a celebration of difference, active transformation and the fostering of autonomy that 

occupational therapists as inclusion activists can advocate for inclusion and implement policies to 

combat the power dynamic between persons with disabilities and a society that is not inclusive. 

5.7 Summary 

This chapter discussed the findings of the study as it relates to its aims and objectives. It evaluated 

the findings, considering literature on inclusive dance practices and evidence of alignments and 

corroboration with previous studies in the field. 
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CHAPTER 6: CONCLUSION AND RECOMMENDATIONS 

6.1 Introduction 

This final chapter of the thesis presents a summary of the study and the main conclusions drawn 

from it. It further formulates recommendations to advance disability inclusion based on the 

findings of the study and lastly, the limitations of the study is discussed and recommendations 

provided, including considerations for future research.  

 6.2 Summary 

This study was conducted on the premise that generating knowledge from dancers who participate 

in inclusive dance practices is crucial in furthering inclusion in society. Therefore, this study set 

out to explore and describe the perceptions and experiences of dancers with and without disabilities 

participating in inclusive dance practices. The objectives of the study were to explore and describe 

dancers’ perceptions and experiences regarding the approach to dance practices, teaching 

principles, and training used in an inclusive dance company, their personal and professional 

development since being members of the company, adaptations made in dancing together and the 

value of inclusive dance practices. The study adopted a qualitative research approach alongside an 

exploratory-descriptive research design. The study population comprised of all people with 

disabilities and without disabilities who participated in the Inclusive Dance Company. The 

researcher utilised individual semi-structured interviews with five participants and two key 

informants, as well as two focus groups with three and four participants respectively that consisted 

of a mixed group of dance teachers, dancers, and ex-dance members. Based on the availability of 

the participants, they either participated in interviews only, or focus groups only and/or both 

interviews and focus groups, ultimately resulting in a sample size of ten, including the two key 

informants. The research setting was an Arts Theatre Centre in Cape Town, South Africa and the 
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associated Inclusive Dance Company within the organisation whose vision is to facilitate the 

inclusion of people with disabilities within society through art.  

The findings of the study, as presented in Chapter Five, provide direction for the further 

development of programmes focused on inclusion. Four themes emerged: 1) Training exposure; 

2) The inclusive dance environment; 3) Adaptation is inevitable; and 4) The value of participation. 

The first theme captured the participants’ experiences of their training. The second theme captured 

the participants’ perspectives regarding enablers of an inclusive dance environment. The theme 

demonstrated factors that contributed to the dancers dancing together in one dance space and how 

it helped participants establish their roles as dancers in the art industry and broader society. The 

third theme captured participants’ positive experiences of adaptations that evolved due to the ripple 

effect of an inclusive dance practice. The fourth theme highlighted the meaning of inclusive dance 

and the value the participants thought that society should show towards the work.  

6.3 Main conclusions 

The main conclusions derived from the study are:  

• There are still extensive barriers present within the South African arts industry that limit 

people with disabilities’ engagement in dance. These include inequalities and imbalances, 

such as segregated dance exposure in schools to higher education, dance training 

opportunities in terms of adaptations to teaching methodologies for aspiring dancers with 

disabilities, and progression to career opportunities in terms of discriminatory audition 

criteria that lead to limited access to professional dance companies.  

• Policy directives adopted at international and national levels that relate to inclusivity and 

access to arts are not effectively implemented. However, inclusive practices such as those 
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demonstrated in this study can be adopted to strengthen the policy implementation for 

society to be accommodative to everyone, irrespective of abilities.  

• An inclusive dance practice fosters an environment of learning through adequate 

adaptations to the occupational engagement and participation of dance. Beneficial of the 

inclusive dance practice is the conceptualisation of self, others, and learning and teaching, 

pedagogy that support transformation. These elements promote advocacy for the inclusion 

of people with disabilities, as dance activists create a dialogue of inclusion by showcasing 

the scope of possibilities. Accessibility is a precondition for full and equal participation, 

and inclusive dance practices provide opportunities for people with disabilities to access 

mainstreaming dance.  

• Necessary to inclusion is a society that fosters belonging by allowing people with 

disabilities access to occupational choices and the societal shift to recognise collaborative 

art through the inclusion of all abilities. 

• A proposed inclusion community model (ICM) developed to encapsulate this study’s 

findings illustrates inclusive practices, as perceived and experienced by the participants of 

this study. This model portrays the interaction of principles, approaches, and practice 

strategies to manifest inclusion where all can participate. Four key components of the ICM 

are outlined to create a responsive understanding of inclusive practices namely, culture of 

learning, celebration of difference, transformation, and autonomy.  

6.4 Recommendations  

Based on the findings of this study, the following recommendations are made in respect of: 

occupational therapy practice and education, the Arts and Culture industry, disabled peoples 

organisations (DPOs), schools, tertiary institutions, policy and lastly, future research.  
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6.4.1 Occupational therapy practice and Occupational Therapy Association of South Africa 

• Occupational engagement has the power to alter a person’s sense of being and occupational 

therapists have a critical role to play in the adaptive process by providing optimal 

opportunities for engagement. It is of great importance that occupational therapists firstly, 

do not neglect their role in cultural life when focusing on occupational engagement; and 

secondly, act to facilitate adaptation and implementation of an inclusive pedagogy that aids 

inclusive practices.  

• Inclusive dance practices illicit learning about one’s body, others’ bodies, and the 

environment, providing new information that creates a shift in paradigm to celebrate 

difference. The role of the occupational therapist should be to facilitate active participation 

through the process of openness and exploration. This type of explorative learning as an 

intervention will promote autonomy and independence.  

• It is recommended that as part of community integration, occupational therapists 

collaborate with dance companies to facilitate inclusive dance in communities as forms of 

occupational exploration, engagement, and participation with clients who are interested in 

dance and to foster their occupational identity. It is recommended that the Occupational 

Therapy Association of South Africa (OTASA) facilitate continued professional 

development opportunities focusing on CBR and inclusive dance practices. 

6.4.2 Occupational therapy education programmes 

• It is recommended that occupational therapy education programmes engage in a process of 

curriculum review to consider to what extent the curriculum integrates disability inclusion 

as one of its tenets. The occupational therapy curriculum must include models of disability 
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to create an understanding of how society has conceptualised disability over time and how 

it responds to disability.  

• The findings of this study should be used to raise awareness among occupational therapy 

students that occupations such as inclusive dance can be used to further inclusivity with 

the implementation of the components of the suggested inclusion community model. The 

model can also be explored in a curricular module where students learn to collaborate with 

people with disabilities to develop a collective voice to facilitate inclusive and 

collaborative development practices.  

• For further advocacy, it is recommended that a summary of this study’s findings be 

disseminated to the OTASA Education Committee to raise awareness of the benefits of 

inclusive dance towards an inclusive society.  

6.4.3 Arts and culture industry  

• People with disabilities have the same desire to dance as non-disabled dance artists, yet 

only a fraction of this group engage in dance. Despite the growing number of people with 

disabilities who engage in dance, there are still deterrents such as dance training, 

inaccessibility, and limited information regarding dance as a career in dance companies. It 

is recommended that the Department of Sports, Arts and Culture implement specific 

programmes to promote accessibility to arts and culture in South Africa.  

• Additionally, the Department of Sports, Arts and Culture should develop procedures that 

will ensure the marketing of inclusive dance companies to be more accessible through all 

platforms. 

• It is recommended that the National Arts Council (NAC) further promote and advocate for 

establishing more inclusive dance companies. Furthermore, to become a catalyst for 
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inclusive dance, the NAC should leverage partnerships with professional dance companies 

interested in implementing inclusive dance practices and be an accessible and responsive 

funding agency. For further advocacy, it is recommended that a summary of this study’s 

results be disseminated to the NAC committee to raise awareness of the benefits of 

inclusive dance towards an inclusive society.  

• An Executive Summary of this study will be made available to the Department of Sports, 

Arts and Culture as well as the NAC, highlighting the importance of accessibility and 

universal design that will allow and promote people with disabilities to participate in 

inclusive dance practices. This will not only endorse but also establish their human right to 

arts and culture. 

6.4.4 Disability organisations  

• There are only a few online discussion platforms that share their experiences of arts and 

disability, that provide insights and most of them are internationally based. It is therefore 

recommended that the findings of this study be presented to DPOs such as the Association 

for People with disabilities (APD), Disabled People of South Africa (DPSA), the QuadPara 

Association of South Africa (QASA), and national and international disability support 

forums to stimulate best practice discussions to further promote the benefits and effects of 

inclusive dance. This will ensure that best practices can be shared regarding inclusive dance 

practice and perhaps motivate the re-vitalisation of CBR programmes to work towards 

establishing community-based inclusive dance programmes.  

6.4.5 Policy implementation 

• The UNCRPD and the White Paper on the Rights of Persons with Disabilities (DSD, 2016) 

promote the full and effective participation and inclusion of persons with disabilities and 

https://uwcscholar.uwc.ac.za/home



116 
 

call for practical implementation. A strength-based approach needs to be used to respond 

to the rights of people with disabilities towards inclusion in society. This requires the 

government to ensure that people with disabilities and inclusion activists, such as the 

inclusive dance participants and occupational therapists are consulted regarding best 

practice of implementation of the policies. Thus, a task team should be mandated, 

comprised of people with disabilities, and inclusion activists such as occupational 

therapists, to facilitate and monitor the implementation of inclusion in organisations and 

broader society.  

6.4.6 Special schools and mainstream schools 

• The public mainstream schools provide a structured arts and culture syllabus that prepares 

learners to further their artistic interest beyond school, whereas special schools do not have 

a structured syllabus that promotes dance interests and often are exposed to dance ad hoc 

in local community centres. It is recommended that public mainstream schools and special 

schools collaborate to form inclusive dance syllabi and classes that are inclusive of all.  

• It is also recommended that special schools collaborate with inclusive dance companies to 

adopt trainees to facilitate training and professional performance exposure as simulated 

employment projects. 

•  This study’s findings can be used as motivation for the development and implementation 

of the WHO, CBR guidelines social component to increase inclusivity in the arts industry 

by fostering belonging to allow people with disabilities access to occupational choices on 

an equal basis. 
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6.4.7 Tertiary institutions and places of training 

• Tertiary institutions and places of training for example teacher training institutions, lack 

the teaching approaches and practices to implement inclusive dance practices to be 

inclusive of people with disabilities. They should therefore collaborate with inclusive 

dance companies to facilitate guest lectures for performing arts students. Further, these 

institutions should facilitate a responsive curriculum for students to access inclusive dance 

as a module and amend other modules to accommodate people with disabilities. 

6.4.8 Future research 

• It is recommended that further research is conducted with inclusive dance companies that 

will provide a larger sample of participants to generate evidence that examines the 

effectiveness of inclusive dance practices, particularly in South Africa.  

• It is recommended that research that focuses on the perspectives of the management of 

organisations that practice inclusion in the arts industry is undertaken. This will be valuable 

in developing a protocol to support and incorporate inclusion within the Arts.   

• It is recommended that further research be conducted on the ICM model in order for it to 

be validated and compared as related to different populations of people with disabilities.  

This would be valuable for occupational therapists in terms of leadership competencies and 

advocacy skills to challenge and transform approaches to service delivery to optimal 

occupational engagement for the client's. 

6.5 Limitations of the study 

This study had one main limitation. The study used a qualitative research approach that specifically 

referred to one inclusive dance company and its participants with no intention to generalise. 
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However, the researcher through the study’s explorative-descriptive research design has provided 

a significant in-depth description of the research setting, process and participants should someone 

want to replicate it in another dance company.  

6.6 Summary 

In conclusion, this study provides insights to inform the development of inclusive dance practices 

and programmes in South Africa. It provides supporting evidence for advocacy for the 

development and provision of inclusive dance companies to ensure the inclusion of all dancers and 

those who may have a dance interest. The study can contribute to a more inclusive and diverse 

dance community, fostering a culture of acceptance and appreciation for dancers of all abilities. 

This, in turn, can have a positive impact on the social and cultural landscape of South African 

society, promoting greater understanding and inclusivity. 
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APPENDICES 

 

Appendix 1: Information sheet 

 

Project Title: The perceptions and experiences of dancers who participate in inclusive dance 

practices. 

 

What is this study about?  

This is a research project being conducted by Mrs Lynedall Johnson who is studying for a master’s 

degree in Occupational Therapy at the University of the Western Cape. We are inviting you to 

participate in this research project because of your participation in the Inclusive Dance Company. 

The purpose of this research project is to explore and describe the perceptions and experiences of 

dancers who participate in an inclusive dance company offered by Artscape Theatre Centre in 

Cape Town.  

 

What will I be asked to do if I agree to participate? 

You will be asked to participate in either a semi-structured interview or a group interview. The 

interviews will take place at a convenient venue for you and will last for about forty-five minutes 

or less. You will be asked to answer questions about your participation in the Inclusive Dance 

Company and how you experience it. You will also be asked your views regarding dance practices, 

teaching principles, and training utilized in an inclusive dance company. 
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Would my participation in this study be kept confidential? 

The researchers undertake to protect your identity and the nature of your contribution. The 

researcher will keep your personal information confidential. To help protect your confidentiality, 

the information given will be kept in a password-protected computer and will be deleted after a 

period of 5 years. The findings related to the study will be uploaded to the UWC central storage 

location and will also be deleted after a period of five years. If I need to write a report or article 

about this research project, your name, company name and any information by which you could 

be identified will not be included. This study will use focus groups therefore if you participate in 

the focus group the extent to which your identity will remain confidential is dependent on the 

participants in the Focus Group maintaining confidentiality.  

 

What type of personal information will be collected? 

Personal information will be collected and processed according to the requirements of the 

Protection of Personal Information Act (Act 4 of 2013). Personal information that will be collected 

will be that of your age and the community in which you live. The researchers will not need to 

obtain information such as street address or accurate geographical location. Names which will 

appear on the consent forms, will not be used in connection with any data gathered during the 

study as your name will be replaced with a pseudonym. 

 

Who at UWC is responsible for collecting and storing my personal information?  

The researchers, under the supervision of Prof Lucia Hess-April will be collecting your 

information as explained above. We will follow the law in protecting your personal information 

as prescribed by the POPI Act. The audio recordings and transcripts will be saved in a password 

protected computer folder and will be deleted by the research supervisors after a period of 5 years. 

 

Who will have access to my personal information outside of UWC? 

All the information and data related to the study will be uploaded to the UWC repository where it 

will be stored for a period of five years and deleted thereafter. No one outside UWC will have 

access to the repository or your personal information. Should the research be published, no 

personal information will be shared, as the research participants will be given a pseudonym.  
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What are the risks of this research? 

There may be some risks from participating in this research study as all human interaction and 

talking about self or others carry some amount of risks. I will nevertheless minimise such risks and 

act promptly to assist you if you experience any discomfort, psychological or otherwise during the 

process of your participation in this study. If talking about yourself and with other people makes 

you feel sad or uncomfortable, you will be referred to a registered counsellor affiliated with the 

Artscape Theatre Centre for assistance or treatment. 

 

What are the benefits of this research? 

This research is not designed to help you personally and you will not be remunerated for your 

participation in the study, but the results may help the researchers learn more about the 

participation of individuals in an inclusive dance company. You will not incur any costs for 

participating in the research study. We hope that, in the future, other people might benefit so that 

individuals in the dance industry can learn from their experiences and use the information to 

address fears and develop positive attitudes. The study may also help gain information from 

dancers who participate in an inclusive dance company to learn about their experiences related to 

disability and inclusion.  

 

Do I have to be in this research and may I stop participating at any time?  

Your participation in this research is completely voluntary. You may choose not to take part at all. 

If you decide to participate in this research, you may stop participating at any time. If you decide 

not to participate in this study or if you stop participating at any time, nothing will happen to you 

as you will not be penalized. 

 

What if I have questions? 

This research is being conducted by Mrs. Lynedall Johnson, an occupational therapist and master’s 

student at the University of the Western Cape. If you have any questions about the research study 

itself, please contact Mrs. Lynedall Johnson at tel. 0814598259 or at email: 

2212594@myuwc.ac.za 

Should you have any questions regarding this study and your rights as a research participant or if 

you wish to report any problems you have experienced related to the study, please contact:  
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Prof Mogammad Shaheed Soeker 

Head of Department: Occupational Therapy 

University of the Western Cape 

Private Bag X17 

Bellville 7535 

msoeker@uwc.ac.za 

 

OR 

 

Prof Anthea Rhoda  

Dean: Faculty of Community and Health Sciences  

University of the Western Cape 

Private Bag X17 

Bellville 7535  

chs-deansoffice@uwc.ac.za  

  

This research has been approved by the University of the Western Cape’s Human Social Sciences 

Research Ethics Committee. 

 

Human Social Sciences Research Ethics Committee  

University of the Western Cape  

Private Bag X17 

Bellville 

7535 

Tel: 021 959 4111 

e-mail: research-ethics@uwc.ac.za 

 

Bellville 

7535 

Tel: 021 959 4111 

e-pos: research-ethics@uwc.ac.za 

 

 

 

 

REFERENCE NUMBER: HS22/8/52 
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Appendix 2: Inligtingsblad 

Projektitel: Die persepsies en ervarings van dansers wat aan ‘n inklusiewe danspraktyke 

deelneem. 

Waaroor gaan hierdie studie? 

Dit is ‘n navorsingsprojek wat uitgevoer word deur mev Lynedall Johnson wat studeer vir ‘n 

meestersgraad in arbeidsterapie aan die Universiteit van die Wes -Kaap. U word genooi om deel 

te neem aan hierdie navorsingsprojek as gevolg van u aktiewe deelname aan die inklusiewe 

danspraktyk. 

Die doel van hierdie navorsingsprojek is om die persepsies en ervarings van dansers te ondersoek 

en te beskryf wat deelneem aan ‘n inklusiewe dansmaatskappy wat aangebied word deur die 

Artscape Teatersentrum in Kaapstad. 

Wat sal u gevra word om te doen as u instem om deel te neem? 

 U sal gevra word om aan ‘n semi-gestruktureerde onderhoud of ‘n groeponderhoud deel te neem. 

Die onderhoude sal op ‘n gerieflike plek vir u plaasvind en sal ongeveer 45 minute of minder duur. 

U sal gevra word om vrae te beantwoord oor u deelname aan die inklusiewe dansmaatskappy en 

hoe u dit ervaar. U sal ook u siening gevra word rakende danspraktyke, onderrigbeginsels en 

opleiding wat in ‘n inklusiewe dansonderneming gebruik word. 

Sal my deelname aan hierdie studie vertroulik gehou word? 

Die navorsers onderneem om u identiteit en die aard van u bydrae te beskerm. Die navorser sal u 

persoonlike inligting vertroulik hou. Om u vertroulikheid te beskerm, word die gegewe inligting 

op ‘n wagwoordbeskermde rekenaar gehou en word dit na ‘n periode van vyf jaar geskrap. Die 

bevindinge wat met die studie verband hou, sal na die UWK Sentrale Stoor-ligging gelaai word en 

sal ook na ‘n periode van 5 jaar geskrap word. As die navorser ‘n verslag of artikel oor hierdie 

navorsingsprojek moet skryf, sal u naam en enige inligting waarmee u geïdentifiseer kan word, nie 

ingesluit word nie. Hierdie studie sal fokusgroepe gebruik, dus as u aan die fokusgroep deelneem, 

is die mate waarin u identiteit vertroulik sal bly, afhanklik van die deelnemers aan die fokusgroep 

wat vertroulikheid handhaaf. 
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Watter tipe persoonlike inligting sal ingesamel word? 

Persoonlike inligting sal ingesamel en verwerk word volgens die vereistes van die Wet op die 

Beskerming van Persoonlike Inligting (Wet 4 van 2013). Persoonlike inligting wat ingesamel sal 

word, is dié van jou ouderdom en die gemeenskap waarin jy woon. Die navorsers hoef nie inligting 

soos straatadres of akkurate geografiese ligging te bekom nie. Name wat op die 

toestemmingsvorms sal verskyn, sal nie gebruik word in verband met enige data wat tydens die 

studie ingesamel is nie, aangesien jou naam met ‘n skuilnaam vervang sal word. 

Wie by UWK is verantwoordelik vir die insameling en berging van my persoonlike inligting? 

Die navorsers onder die toesig van Prof Lucia Hess-April sal jou inligting insamel soos hierbo 

verduidelik. Ons sal die wet volg om jou persoonlike inligting te beskerm soos voorgeskryf deur 

die POPI-wet. Die oudio-opnames en transkripsies sal in ‘n wagwoordbeskermde rekenaarlêergids 

gestoor word en sal na ‘n tydperk van 5 jaar deur die navorsingsleiers uitgevee word. 

Wie sal toegang hê tot my persoonlike inligting buite UWK? 

Al die inligting en data wat met die studie verband hou, sal op die UWK-bewaarplek gelaai word 

waar dit vir ‘n tydperk van 5 jaar gestoor sal word en daarna uitgevee sal word. Niemand buite 

UWK sal toegang tot die bewaarplek of jou persoonlike inligting hê nie. Indien die navorsing 

gepubliseer word, sal geen persoonlike inligting gedeel word nie, aangesien die 

navorsingsdeelnemers ‘n skuilnaam sal kry. 

Watter risiko’s is daar verbonde aan hierdie navorsingprojek? 

Daar kan geringe risiko’s wees as gevolg van deelname aan hierdie navorsingstudie, aangesien 

alle menslike interaksie en oor die self of ander ‘n mate van risiko’s inhou. Ek sal nietemin sulke 

risiko’s verminder en dadelik optree om u te help as u ongemak voel, sielkundig of andersins 

tydens die proses van u deelname aan hierdie  

studie ervaar. Indien u oor u self praat en met ander mense praat, en u voel hartseer of ongemaklik, 

sal u na ‘n geregistreede berader verwys word vir hulp of behandeling. 

Wat is die voordele van hierdie navorsing? 

Hierdie navorsing is nie ontwerp om u persoonlik te help nie en u sal nie betaal word vir u deelname 

aan die navorsingsprojek nie, maar die resultate kan die navorsers help om meer inligting te kom 

oor die deelname van individue aan ‘n inklusiewe dansbedryf. Jy sal geen koste aangaan vir 

deelname aan die navorsingsprojek nie. Ons hoop dat ander mense in die toekoms kan baat vind 

sodat individue in die dansbedryf uit hul ervarings kan leer en die inligting kan gebruik om vrees 

aan te spreek en positiewe houdings te ontwikkel. Die studie kan ook help om inligting te bekom 
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van dansers wat aan ‘n inklusiewe dansonderneming deelneem om te leer oor hul ervarings wat 

verband hou met gestremdheid en insluiting. 

Moet ek in hierdie navorsing wees en mag ek op enige tydstip ophou deelneem? 

U deelname aan hierdie navorsing is volkome vrywillig. U kan kies om glad nie deel te neem nie. 

Indien u besluit om aan hierdie navorsing deel te neem, kan u op enige tydstip onttrek van die 

deelname. Indien u besluit om nie aan hierdie studie deel te neem nie, of as u op enige tydstip wil 

onttrek, sal niks met u gebeur nie, want u sal nie gepenaliseer word nie. 

Wat as u vrae het? 

Hierdie navorsing word uitgevoer deur mev. Lynedall Johnson, ‘n arbeidsterapeut en 

meestersgraad student aan die Universiteit van die Wes-Kaap. Indien u enige vrae het oor die 

navorsingstudie, kontak mev. Lynedall Johnson by Tel. 0814598259 of per e-pos 

2212494@myuwc.ac.za 

Indien u enige bekommenis of klagte het rakende hierdie studie en u regte as ‘n 

navorsingsdeelnemer, of as u probleme wil rapporteer wat u ondervind het wat verband hou met 

die studie, kontak: 

 

Prof Mogammad Shaheed Soeker 

Hoof van Department: Arbeidsterapie 

Universiteit of the Wes-Kaap  

Privaatsak X17 

Bellville  

7535 

msoeker@uwc.ac.za 

 

Of 

 

Prof Anthea Rhoda  

Dean: Fakulteit Gemeenskaps- en Gesondheidswetenskappe  

Universiteit van die Wes-Kaap  

Privaatsak X17 

Bellville  

7535  

chs-deansoffice@uwc.ac.za  

 

 

Hierdie navorsing is deur die Universiteit van Wes-Kaapland se Geestes- en Sosiale Wetenskappe 

Navorsingsetiekkomitee goedgekeur. 
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Geestes- en Sosiale Wetenskappe Navorsingsetiekkomitee 

Universiteit van Wes-Kaapland 

Privaatsak X17 

Bellville 

7535 

Tel: 021 959 4111 

e-pos: research-ethics@uwc.ac.za 

 

Bellville 

7535 

Tel: 021 959 4111 

e-pos: research-ethics@uwc.ac.za 

 

 

VERWYSINGSNOMMER: HS22/8/52 

 

  

https://uwcscholar.uwc.ac.za/home



137 
 

 

Appendix 3: Iphepha lolwazi 

Isihloko seprojekti: Limbono namava abadanisi abathatha inxaxheba kumdaniso obandakanyayo. 

 

Singantoni esi sifundo? 

Le yiprojekti yophando olwenziwa nguNkskz Lynedall Johnson ofunda izifundo zobungqonyela 

kwi Occupational Therapy, kwiDyunivesithi yeNtshona Koloni. Siyakumema ukuba uthabathe 

inxaxheba kule projekti yophando ngenxa yenxaxheba oyiththayo kumdaniso oqukayo 

kwinkampani Unmute Inclusive dance. Injongo yolu phando kukujonga banzi noku cacisa 

ubunjani bezimvo namava abadanisi abathabatha inxaxheba kumdaniso oqukayo onikezwayi 

yinkampani Artsacpe Theatre Centre, eKapa.  

Kulindeleke ukuba ndenze ntoni ukuba ndiyavuma ukuthabatha inxaxheba? 

Uyakucelwa ukuba uthabathe inxaxheba kudliwano ndlebe olulungisiweyo okanye kudliwano 

ndlebe lweqela. Udliwano ndlebe luyakuthi luqhutyelwe kwindawo ekulungeleyo yaye 

luyakuthabatha ama 45 emizuzu okanye ngaphantsi.Uyakuthi ubuzwe imibuzo mayela 

nokuthabatha kwakho inxaxheba kwinkampani yomdaniso oqukayo kwaye uziva njani ngayo. 

Uyakuthi ubuzwe imibuzo mayela nenkqubo zemidaniso, inkqubo yokufundisa, kunye novavanyo 

olusetyenzisiweyo kwinkampani yomdaniso oqukayo.  

Ingaba inxaxheba yam kolu phando iyakugcinwa iyimfihlo? 

Abaphandi bayakuqinisekisa ukhuseleko lwakho negalelo lakho liyakugcinwe likhuselekile. 

Umphandi uyakulugcina ulwazi ngawe lukhuselekile luyimfihlo. Igalelo lakho liyakugcinwa 

luyimfihlo ngepassword ekhuselekileyo kwikomputa kangangeminyaka emihlanu (5 years) ze 

icinywe emva koko. Iziphumo zophando ziyakuthi zigcinwe kwindawo eyimfihlo elungiselelwe 

ukugcina ulwazi kwiDyunivesithi yeNtshona Koloni (UWC), ze nazo zicinywe emva kweminyaka 

emihlanu.Ukuba ngab ndifuna ukubhala ingxelo okanye isicatshulwa mauela nolu phando, igama 

lakho kunye nencukacha zegalelo lakho azisayi kuvezwa elubala,Isifundo siyakuthi sithathe 

ingqwalasela kwiqela elithile, ngoko ke ukuba uthabatha inxaxheba kweli qela, imfihlo 
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iyaakuxhomekeka ekuthini iqela elo lizigcine ziyimfihlo nangakumbi iincukacha zabathabathi 

nxaxheba. 

Loluphi uhlobo lolwazi lobuqu oluya kuqokelelwa? 

Ulwazi lomntu siqu luya kuqokelelwa kwaye luqhutywe ngokweemfuno zoMthetho woKhuseleko 

lweNgcaciso yoMntu (uMthetho 4 ka-2013). Ulwazi lomntu siqu oluya kuqokelelwa luya kuba 

lelobudala bakho kunye noluntu ohlala kulo. Abaphandi abayi kufuna ukufumana ulwazi olufana 

nedilesi yesitrato okanye indawo echanekileyo yendawo. Amagama aya kuvela kwiifom 

zemvume, awayi kusetyenziswa ngokunxulumene nayo nayiphi na idatha eqokelelwe ngexesha 

lophononongo njengoko igama lakho liya kutshintshwa ngegama elingengowakho. 

Ngubani e-UWC onoxanduva lokuqokelela nokugcina iinkcukacha zam? 

Abaphandi, phantsi kweliso likaProf Lucia Hess-April baya kuqokelela iinkcukacha zakho 

njengoko kuchaziwe ngasentlaSiya kulandela umthetho ekukhuseleni iinkcukacha zakho njengoko 

kumiselwe nguMthetho wePOPI. Ukurekhodwa kwe-audio kunye nemibhalo kuya kugcinwa 

kwifolda yekhompyutheni ekhuselweyo kwaye iya kususwa ngabaphathi bophando emva 

kwexesha le-5 iminyaka. 

Ngubani oza kufikelela kwiinkcukacha zam ngaphandle kwe-UWC? 

Yonke ingcaciso kunye nedatha enxulumene nophononongo iya kufakwa kwindawo yokugcina i-

UWC apho iya kugcinwa khona isithuba seminyaka emi-5 ize icinywe emva koko. Akukho mntu 

ngaphandle kwe-UWC uya kuba nokufikelela kwindawo yokugcina okanye iinkcukacha zakho 

zobuqu. Ukuba uphando lupapashwe, akukho lwazi lomntu siqu luya kwabelwana, njengoko 

abathathi-nxaxheba bophando baya kunikwa i-pseudonym. 

Zeziphi iinkxalabo zolu phando? 

Zingabakho iikxalabo ngokuthabatha inxaaheba kolu phando, njengoko unxulumano kwabantu 

nokuxoxa kugqale kumntu ngamnye kunye nabanye, oko ke kungadala inkxalab. Ndiyakuthi 

ndizame ukuyicutha inkxalabo ngokuthi ndingenelele ngoko nangoko ukuba ngaba ubani uziva 

engazinzanga, ngokwasengqondweni okanye nangayiphi na indlela ngexesha uthabatha ngalo 

inxaxheba kwwesi Sifundo. Ukuba ukuthetha ngawe kunye nabanye abantu kukwenza uzive 

udakumbile okanye ungakhululekanga, uya kuthunyelwa kumcebisi obhalisiweyo onxulumene 

neThiyetha Centre ngoncedo okanye unyango. 

Ingaba yintoni inzuzo yolu phando? 

Olu phando alulungiselelwanga ukuncedisana nawe buqu, kwaye akusayi kuhlawulwa 

ngenxaxheba oyithabathileyo, kodwa ke iziphumo ziyakuthi zincede abaphandi bafunde lukhulu 

ngenxaxheba ethi ithatyathwe ngumntu ngamnye kumdaniso oquka wonke ubani. Awuyi kuba 

neendleko zokuthatha inxaxheba kuphononongo lophando. Siyathemba ukuba kwixa elizayo 

abanye abantu bangazuza lukhulu, ze umntu ngamnye osebenza ngomdaniso abenokufunda nzulu 
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kumava abanye abantu, yaye abenako ukuthi asebenzise olu lwazi ukuthi akwazi ukujongana 

noloyiko kukhule ukuzithemba. 

Kunyanzelekile ukuba ndithabathe inxaxheba kolu phando, okanye ndivumelekile ukuba 

ndingayeka nanini na ndiziva njalo? 

Inxaxheba yakho kolu phando yeyobuvolontiya qwaba. Ungazikhethela ukuthabatha inxaxheba 

okanye ungazibandakanyi konke-konke. Ukuba ngaba uthabatha isigqibo sokungazibandakanyi 

kolu phando okanye uthabatha isigqibo sokungaqhubeki nangaliphi na ixesha, akukho manyathelo 

ayakuthi athatyathwe ngakuwe yaye ungenakuhlawuliswa ngoko. 

Ndenza njani xa ndinemibuzo? 

Olu phando luqhutywa ngu Nkskz Lynendall Johnson, oyiOccupational Therapist, owenza 

izifundo zobungqonyela kwiDyunivesithi yeNtshona Koloni. Ukuba ngaba unemibuzo mayela 

nolu phando, nceda uqhagamshelane noNkskz. Lynedall Johnson kulo mnxeba 0814598259 

okanye kule email 2212594@myuwc.ac.za 

Ukuba ngaba unemibuzo mayela nophando namalungelo akho nanje ngomthathi nxaxheba, 

okanye unqwenela ukuchaza iingxaki othe wahlangana nazo mayela nesifundo, nceda 

uqhagamshelane no: 

  

Prof Mogammad Shaheed Soeker 

Head of Department: Occupational Therapy 

University of the Western Cape 

Private Bag X17 

Bellville 7535 

msoeker@uwc.ac.za 

 

OR 

 

Prof Anthea Rhoda  

Dean: Faculty of Community and Health Sciences  

University of the Western Cape 

Private Bag X17 

Bellville 7535  

chs-deansoffice@uwc.ac.za  

  

Olu phando luvunyiwe yiKomiti yoPhando ngoPhando lwezoBuntu kunye neNzululwazi yeNtlalo 

yeYunivesithi yaseNtshona Koloni. 

 

IKomiti yoPhando lwezoBuntu kunye neNzululwazi yezeNtlalo 

IYunivesithi yaseNtshona Koloni 

Ibhegi yabucala X17 
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Bellville 

7535 

Umnxeba: 021 959 4111 

i-imeyile: research-ethics@uwc.ac.za 

 

Bellville 

7535 

Umnxeba: 021 959 4111 

e-pos: research-ethics@uwc.ac.za 

 

INOMBOLO YEREFURENSI: HS22/8/52 
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Appendix 4: Consent Form – Interview 

 
 

CONSENT FORM  (INTERVIEW) University of the Western Cape 

 

DEPARTMENT OF OCCUPATIONAL THERAPY 

 

 

 

TITLE OF RESEARCH PROJECT: THE PERCEPTIONS AND EXPERIENCES OF DANCERS 

WHO PARTICIPATE IN INCLUSIVE DANCE PRACTICES. 

 

Researcher: Lynedall Johnson 

 

Please initial the boxes to show your agreement and understanding of what is expected for this study.  

 

1. I confirm that I have read and understood the information sheet explaining the   

above research project and I have had the opportunity to ask questions about the project. 

 

2. I understand that my participation is voluntary and that I am free to withdraw at any time 

without giving any reason and without there being any negative consequences. In addition,  

should I wish to withdraw, I may contact the lead researcher at any time to do so. 

 

3. I understand my responses and personal data will be kept strictly confidential. 

 

4. I give permission for members of the research team to have access to my responses without revealing any part 

of my identity. 

 

Private Bag X17, Bellville 7535 

Republic of South Africa 

Tel: +27 (0) 21 959 3151 

Email: lhess@uwc.ac.za 
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5. I understand that my name will not be linked with the research materials, and that I will not be identified or 

identifiable in the reports or publications that result for the research.  

 

6. I agree that the anonymized data collected will be used in future for research.  

 

  

7. I hereby agree to be audio recorded. (Circle the appropriate answer). Yes / No  

 

 

In terms of the requirements of the Protection of Personal Information Act (Act 4 of 2013), 

personal information will be collected and processed: 

 

☐ I hereby give consent for my personal information to be collected, stored, processed and shared 

as described in the information sheet. 

☐ I do not give consent for my personal information to be collected, stored, processed and shared 

as described in the information sheet. 

 

 

Name___________________ 

 

Signature________________ 

 

Date____________________ 
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____________________  _______________ ______________________ 

 

____________________  _______________   ______________________ 

Name of Participant  Date   Signature 

(or legal representative)  

 

_________________    ________________              ______ ________________ 

Name of person taking consent  Date                Signature 

(If different from lead researcher) 

 

___________________              ________________                             ____ __________________ 

Supervisor              Date    Signature 

 

Copies: All participants will receive a copy of the signed and dated version of the consent form and information 

sheet for themselves. A copy of this will be filed and kept in a secure location for research purposes only. 

 

                    

 

 

 

 

 

 

 

  

Researchers: 

Lynedall Johnson 

Masters Student 

Occupational Therapy 
Department  

University of the Western 
Cape 

Email: 

2212594@myuwc.ac.za 

 

 

 

Supervisor: 

Prof Lucia Hess-April 

Occupational Therapy 
Department  

University of the Western 
Cape 

Private Bag X17 

Bellville 7535 

Email: lhess@uwc.ac.za 

 

HOD: 

Prof Shaheed Soeker 

Occupational Therapy 
Department  

University of the Western 
Cape 

Private Bag X17 

Bellville 7535 

Email:msoeker@uwc.ac.za 
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Appendix 5: Focus Group Confidentiality Binding Form 

 

 

            
 

DEPARTMENT OF OCCUPATIONAL THERAPY 

 

 

 

Title of Research Project: The perceptions and experiences of dancers who participate in 

inclusive dance practices. 

 

Please tick each box to indicate your agreement with the following statements: 

 

1. The study has been described to me in a language that I understand.    

  

2. My questions about the study have been answered.  

3. I understand what my participation will involve and I agree to participate of my own 

choice and free will. 

4. I understand that my identity will not be disclosed to anyone by the researchers.  

5. I understand that I may withdraw from the study at any time without giving a reason 

and without fear of negative consequences or loss of benefits.   

6. I understand that confidentiality is dependent on participants in the Focus Group 

maintaining confidentiality. 

7. I hereby agree to uphold the confidentiality of the discussions in the focus group by 

not disclosing the identity of other participants or any aspects of their contributions 

to members outside of the group. 

8. I hereby agree to be audio recorded. (Circle the appropriate answer) Yes / No 

 

 

Private Bag X17, Bellville 7535 

Republic of South Africa 

Tel: +27 (0) 21 959 3151 

Email: lhess@uwc.ac.za 
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In terms of the requirements of the Protection of Personal Information Act (Act 4 of 2013), personal 

information will be collected and processed: 

 

☐ I hereby give consent for my personal information to be collected, stored, processed and shared as 

described in the information sheet. 

☐ I do not give consent for my personal information to be collected, stored, processed and shared as 

described in the information sheet. 

 

 

Name___________________ 

 

Signature________________ 

 

Date____________________ 

 

 

 

____________________  _______________ ______________________ 

 

 

 

____________________  _______________   ______________________ 

Name of Participant  Date   Signature 

(or legal representative)  
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_________________    ________________                ______ ________________ 

Name of person taking consent               Date    Signature 

(If different from lead researcher) 

 

___________________                 ________________                    ____ __________________ 

Supervisor    Date        Signature 

 

 

Copies: All participants will receive a copy of the signed and dated version of the consent form and information 

sheet for themselves. A copy of this will be filed and kept in a secure location for research purposes only. 

 

                    

 

 

 

 

 

 

 

 

  

Researchers: 

Lynedall Johnson 

Masters Student 

Occupational Therapy 

Department  

University of the Western 

Cape 

Email: 

2212594@myuwc.ac.za 

 

 

 

Supervisor: 

Prof Lucia Hess-April 

Occupational Therapy 

Department  

University of the Western 

Cape 

Private Bag X17 

Bellville 7535 

Email: lhess@uwc.ac.za 

 

HOD: 

Prof Shaheed Soeker 

Occupational Therapy 

Department  

University of the Western 

Cape 

Private Bag X17 

Bellville 7535 

Email:msoeker@uwc.ac.za 
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Appendix 6: Interview guide for key informants 

 

1) Please tell me about your involvement in the Inclusive Dance Company? 

 

2) Why was this inclusive dance company established? 

 

3) In your knowledge and experience what are the least effective and most effective 

methodology, practices and programmes implemented in the company? 

 

4) Are there any routes of progression or training opportunities for the dancers in the 

company? 

 

5) What have been the greatest obstacles with regards to inclusive dance in the company? 

 

6) What have been the greatest successes with regards to inclusive dance in the company? 
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Appendix 7:  Interview guide for participants 

1) Could you describe your personal dance history? 

Probe: What lead you to become involved in dance? 

Probe: Please describe your journey to becoming involved in the Inclusive Dance 

Company.  

 

2) Please describe what the environment is like in an inclusive dance company. 

Probe: What parts of the environment aids your development as a dancer? 

Probe: What parts of the environment are helpful for your personal and professional 

development since being a member of the company? 

 

3) What are the dance approaches used in the dance company? 

Probe: Describe your feelings towards the programme offered?  

Probe: Which of the dance practices do you find most helpful? 

Probe: Which teaching principles and parts of the training is helpful to you?  

Probe: Are there any adaptations made in dancing together? If so, please describe them. 

 

4) Please describe your dance training as part of the Inclusive Dance Company.  

Probe: Are their training opportunities specific to inclusive dance? Please explain.  

Probe: Do you need a certain level of skill to participate in an inclusive dance company? 

Please explain. 

 

5) What are the attitudes of the individuals that participate in the Unmute inclusive dance 

company? 

Probe: What do you value of participating in the Unmute dance company? 

 

6) Could you describe the career opportunities in your participation in an inclusive dance 

company? 

Probe: Are there routes of progression? Please explain. 
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Appendix 8: Focus group guide for dance teachers and trainees 

 

1. What is the value of inclusive dance for an inclusive society? Or What do you value of 

inclusive dance for an inclusive society? Or What is the value of Unmute for inclusivity in 

society? 

2. What do you think as Unmute or an inclusive dancer is your role in society to better 

understand inclusivity? 

3. When it comes to inclusivity within broader society. Do you think that there is anything 

that society can learn from how you’ve adapted within an inclusive dance company to 

establish an inclusive society? 

4. What can Unmute do as an inclusive dance company to advocate for inclusive dance to 

become more mainstream? 
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Appendix 9: Consent form – Interpreter declaration 

 

DECLARATION OF INTERPRETER 

 

I the interpreter (name and surname) …………………………………… declare that: 

I assisted the researcher, Mrs Lynedall Johnson to interpret the content of the information sheet and 

consent form to (name of participant) …………………………………. 

We encouraged the participant to ask questions and give sufficient time to respond. 

I provided a verbatim/ factually accurate account of the participant’s response. 

I am satisfied that the participant acknowledged understanding of the content of the information sheet and 

consent form and satisfactorily answered all questions. 

 

 

Interpreter’s name…………………………………… 

Interpreter’s signature……………………………….   

Date……………………… 
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Appendix 10: Letter – HSSR Ethics Committee approval 
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Appendix 11: Letter – Permission to conduct research at theatre centre 
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Appendix 12: Artscape Archive – Researcher registration form 

 

https://uwcscholar.uwc.ac.za/home



154 
 

 

 

https://uwcscholar.uwc.ac.za/home




