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Abstract 
The dance field in England has witnessed an unprecedented growth in scale and ambition 
since the end of the 1960’s. However, this growth has not been systematically mapped or 
tracked to date and nor has dance been examined as an organizational field. 
This paper draws on recent research mapping dance in England to outline the structure of the 
field. It identifies the segments and processes that comprise the field and allow the production 
of dance to be organised. It raises significant questions about the dance field in relation to 
processes and structures and proposes a model for understanding both the workforce and the 
organisation of the field.  
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Introduction 
 
Dance has consistently been called ‘the Cinderella artform’ in England, despite its huge 
popularity as a social form. This is perhaps attributable to the fact that it was not until 1979 
that dance was established as an independent art form by the major funding body, Arts 
Council England.  
  
However, the dance field has witnessed an unprecedented growth in scale and ambition since 
the end of the 1960’s. In 1991 Brinson wrote: “Within the last twenty five years the profession 
has extended in so many directions it has transformed the character of national dance 
culture.”  This growth is evident across the subsidised and commercial sectors as well as in 
participation and engagement. There has been an exponential growth in vocational training 
provision for the profession, as well as Higher Education training to support the growth of the 
field. Growth is matched in voluntary and amateur engagement as well as in youth dance. We 
can track the emergence of  new projects, companies, audiences and there is evidence of 
significantly higher public investment in the field in a variety of different contexts. However, 
this growth has not been systematically mapped or tracked to date and nor has dance been 
examined as an organizational field. 
 
In early 2008, Arts Council England (ACE) commissioned a major dance mapping research 
project that sought to rectify this position. The research aimed to identify what we knew about 
the dance field in England, its economy, ecology and environment, how it has grown and 
developed and how it can be benchmarked against other organisational fields. It was not genre 
or context specific, but instead it sought to create a picture, a ‘map’, of the dance field and its 
various segments and processes. The research was intended to inform future decision making 
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and strategy for ACE but also sought to inform the dance field in England. By pulling 
together existing research and generating new research it was hoped that it would help the 
field make a better case for dance. The work was completed in March 2009.  
 
This paper draws on this research to outline the structure of the field. It seeks to identify the 
processes and segments that comprise it and allow the production of dance to be organised. It 
proposes a model for understanding the workforce and raises significant questions about the 
field in relation to processes and structures. 
 
Methodology 
 
The mapping research aimed to: 

• Generate a clear picture of ACE investment in dance across the nine English regions 
over the period 2004 – 2008. 

• Identify the impact of this on participation and engagement 
• Identify the impact of this on other investment 
• Identify trends in the dance ecology, economy and environment  
• Identify and understand the dynamic of the dance field and the various parts of it. 

 
This paper is primarily concerned with the final two aims but will refer to data gathered in 
support of the other three aims in order to draw conclusions. 
 
The methodology used a variety of qualitative and quantitative methods. The overall work 
was divided into two major phases: 
 

• The first phase sought to use secondary data to identify what was currently known 
about the field. An extensive cross-disciplinary review of the literature drew together 
existing research that had previously remained disconnected and highlighted 
significant gaps and flaws in the data available to support the dance field. It generated 
data on audiences, companies, touring patterns, venues, agencies, the dance 
workforce, education and training, funding and income generation, participation and 
voluntary activity. On the basis of this knowledge, phase two was refined. 

• The second phase generated new qualitative and quantitative data through national 
surveys of the dance workforce, venues and companies. This surveys probed areas 
illuminated in the first phase as critical to our understanding of the field. In this phase 
structured interviews, focus groups and case studies were also used to provide further 
qualitative data to assist with the analysis. 

 
Specifically, this paper draws on the phase one research for context and models and then on 
the major workforce survey carried out during the second phase that sought to identify the 
roles, processes and functions played by individuals working within the field. This was an on 
line ‘snowball’ survey circulated through the network of major agencies working in the dance 
field. It sought to examine the following: 
 

• Types of work engaged in within the field 
• Employment status 
• Earnings 
• Membership of Professional Bodies 
• Geographical Location  
• Primary dance form/ genre 
• Education and Training 
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The Structure of the Dance Field in England 
 
Whilst the history of dance in England is a long one, it is only in the last 40 years that dance 
has featured within the funding system as an independent art form. This coincided with the 
development of contemporary dance theatre and education from the late 1960’s and into the 
1970’s. As the art form diversified beyond ballet, new dance forms emerged and diversity 
began to evolve within the theatre aesthetic with the emergence of South Asian dance 
proponents and African dance companies. The funding system responded with significant 
increases in support for dance companies and artists and developed new infrastructural 
organisations that provided support for the growing field. 1 
 
Siddall (2001) points out that in 1969/70 the Arts Council supported seven dance 
organisations, but by 1998/99 this number had grown to 74 and encompassed “a far wider 
range of artistic visions, purposes and ways of working.” 
 
By 2008, after a review of the overall portfolio and a culling of some organisations, ACE 
confirmed it would fund 73 Regularly Funded Organisations (RFOs) over the period 2008- 
2011. 36 of these are Producing and Touring Companies and 37 are agencies.  
 
In phase one of the research we defined the different types of organisations across the field 
which fulfil a diverse range of functions. Some sit within the ACE funding portfolio and some 
outside of it.  These are important to define at the onset for the sake of clarity and context.  
 
Dance Agencies Since the late 1980’s dance in England has been 

supported by a network of organisations whose 
purposes include: 

• opportunities for engagement with dance  
• information 
• resources 
• safe-houses for dance artist 
• the provision of dance classes and 

education programmes 
• infrastructure development, training and 

professional development  
• dance production, touring and the 

presentation of performance 
independently and with partners. 

These operate at a regional and a sub regional 
level. For example, in the South West, Dance 
South West works with other regional agencies to 
create a regional network and infrastructure. The 
network of agencies was initiated by the funding 
system to provide a national building based 
infrastructure for dance.  

Production and Touring Companies There are four major ballet companies in England 
– English National Ballet, Royal Ballet, 
Birmingham Royal Ballet and Northern Ballet 
Theatre. The other companies are often artist-led, 
create work unique to the company and normally, 
tour this work to venues in England and 
internationally. These companies will usually 

                                                 
1 It is important to note that the funding portfolios has never embraced folk and social dance forms to any 
significant extent.   
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have an education and outreach programme as a 
part of their activities. It is important to 
distinguish between them in terms of the scale of 
the venues for which they produce and 
subsequently tour work, small (up to 250 seats) 
middle (250 – 800 seats) and large (800+ seats) 

National Strategic Agencies The primary purpose of these organisations is to 
represent the membership of a particular sector 
within the dance field. They tend to provide 
services to their members, information and 
advocacy for the specific sector and will often 
have an educational remit. They include the 
Foundation for Community Dance, Dance UK, 
National Dance Teachers Association, Council for 
Dance Education and Training, Exceptionally, 
Youth Dance England was established with a 
specific sector focus and originated through 
government departments, in response to policy 
development for young people rather than through 
a membership group. 

Venues There are few dance specific venues in England – 
The Place, Laban and Sadlers Wells Theatre in 
London and small studio venues attached to 
several of the agencies – for example, Dance East 
and Dance City, Newcastle. There are a small 
number of venues for whom dance is a significant 
part of their programme. Large scale 
commercially run venues throughout the country 
present the work of the major touring companies: 
BRB, ENB and NBT along with touring West 
End productions.  

Private Dance Schools There is a thriving network of private dancing 
schools throughout the country that offer regular 
teaching to young people leading towards the 
examinations of the leading awarding bodies, the 
Royal Academy of Dance, British Ballet 
Organisation, International Society of Teachers of 
Dance and International Dance Teachers 
Association.  Across the awarding bodies there 
are in excess of 15,000 registered teachers across 
England 

Educational Institutions Schools, colleges and Universities across the 
country offer education and training in dance at 
all levels. From primary education through to 
postgraduate provision there are a plethora of 
formal dance education opportunties. 

 
Table One:  

Types of Organisations Operating within the Dance Field in England 
 
 
These organisations operate within an environment which is changing rapidly. It is arguable 
that, within the context of a recession, the rate of demographic, economic, technological and 
political change is greater than ever before and like any art form, dance must respond to these 
trends and shifts if it is to move forward with confidence and strength. Dance is in a dialogue 
with its environment. As Robert Hewison noted in his preface to the ACE 2000 report on 
future trends (ACE, 2000): “The arts are not merely reflective of social developments: they 
interact with them, and may even deliberately run counter to them.” 
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The Dance Field 
 
Dance in England can therefore best be understood by considering the aggregate of 
organisations within it – its architecture. The notion of an organisational field is useful in this 
context.  
 
“By organisational field we mean those organisations that, in the aggregate, constitute a 
recognised area of institutional life: key suppliers, resources and product consumers, 
regulatory agencies and other organisations that produce similar services or products.” 2  
 
In understanding any one individual organisation within a field, it is crucial to understand 
how it relates to other social actors in its environment. (Pfeffer and Salancik 2003) Using this 
approach a field can be viewed as a network of organisations in constant struggles for 
autonomy and discretion, dealing with constraint and external control. Given the above 
dependency of key sectors of the dance field in England on public funding, this perspective 
termed the “resource dependence perspective”, is potentially critical in understanding the 
dance environment, the ecology and resulting economy. 
 
Pfeffer and Salancik examine the phenomena of “externally controlled organisations” those 
that are dependent on their environments: 
 
“To survive organisations require resources. Typically acquiring resources means the 
organisation must interact with others who control those resources. In that sense 
organisations depend on their environments. Because the organisation does not control the 
resources it needs, resource acquisition may be problematic and uncertain. Others who 
control resources may be undependable, particularly when resources are scarce.” 3 
 
This perspective is an important one as it highlights the fragility and the uncertainty that the 
field experiences as a result of its external dependency. Political change and resulting policy 
shifts render resource dependent organisations vulnerable.  
 
In phase one of the research we noted that many of our dance companies and agencies ‘look’ 
similar and operate with a similar business model. Within an organisational field there is 
strong evidence to suggest that a process of homogenisation occurs: 
 
“Once disparate organisations in the same line of business are structured into an actual field 
(as we argue, by competition, the state or the professions), powerful forces emerge that lead 
them to become more similar to one another.”4  
 
DI Maggio and Powell suggest several factors that create this homogenisation and call the 
concept isomorphism. Isomorphism is a constraining process that forces one unit in a 
population to resemble other units that face the same set of environmental conditions. 
(Hawley 1968) Institutional isomorphism occurs when organisations compete not just for 
resources and customers, but for political power and legitimacy. It is evident that the dance 
field competes not only for resources but also for legitimacy given its relatively short history 
as an independent art form within the funding system and therefore it would seem that 
processes of isomorphism are occurring forcing organisations to become more like one 
another. 
 

                                                 
2 Di Maggio and Powell,1991 p 64 
3 Pfeffer and Salancik 2003 p 258 
 
4 Di Maggio and Powell1991 p 65 
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Di Maggio and Powell suggest that isomorphism occurs through three mechanisms and these 
can be related to the dance field in a wide range of different ways providing a potential 
explanation for some of the trends we identified throughout phase one of the mapping 
research: 
 
 DEFINITION EXAMPLES IN DANCE 
Co-ercive isomorphism Results from both formal and 

informal pressures on 
organisations by other 
organisations upon which they 
are dependent. Organisations 
respond to external pressure in 
order to maintain their resource 
base. 

ACE established a network of 
dance agencies in the late 
1980’s that were required to 
fulfil a series of similar 
functions. (Devlin1999)  
ACE requires annual touring 
from the production companies 
it funds but also seeks evidence 
of innovation leading to the 
generation of new work on an 
annual basis. 

Mimetic isomorphism Results from imitation and 
standard responses to 
uncertainty. An organisation 
models itself on other 
organisations deemed to be 
successful. 

The predominance of artist led 
production and touring 
companies (eg Hofesh 
Schechter Dance Company, 
Michael Clark and Dancers, 
Shobaba Jeyasingh Dance 
Company) has influenced the 
dance field since the early 
1980’s.  
The agency network operate 
similar programmes and 
operational strategies 
throughout England. 

Normative isomorphism Results primarily from 
professionalization whether 
through formal education and 
training or through professional 
networks that span across 
organisations and across which 
new ideas may spread rapidly. A 
pool of almost interchangeable 
individuals emerges and staff 
may be filtered as they are hired 
from within the same industry. 

The recent emergence of 
professionalization programmes 
in leadership (The Clore 
Fellowship, Cultural Leadership 
Programme) the development of 
regulatory frameworks for 
teachers (Dance Training and 
Accreditation Project, FCD’s 
Professional Framework and the 
National College for 
Community Dance)  are both 
evidence of increasing 
professionalization. 
There is evidence of a small 
pool of people working in the 
dance field who move from one 
job to another. 

 
Table Two:  

Isomorphism within the Dance Field in England 
 
 
 
Economic Models and Cultural Production 
 
The notion of there being two principal economic imperatives within the cultural field is a 
long standing one. The subsidised / ‘not for profit’ and commercial sectors may differ in their 
cultural imperative. The former is thought to deal in the curation and production of work that 
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will break even and generate social and artistic capital, whilst commercial producers will be 
primarily working to generate profit for investors, whilst simultaneously remaining concerned 
with the artistic bottom line. There is strong evidence that these perceptions are no longer 
distinct and that a blurring of boundaries is occurring at an organisational level as well as 
within the workforce who are increasingly working across the boundaries.  
 
It is evident that, together, the commercial and subsidised sectors enable the dance field to 
deliver the various functions required to create, distribute and enable consumption of dance. 
During phase one of the research we defined these functions as six interlinked processes 
without which the field could not produce and present work to audiences: 
 

 
Table Three:  

Dance Field: Stages of Cultural Production 
 
 
This model suggests a complex ecology of interdependence. Venues depend on the producing 
and touring companies to create the work that they wish to programme for audiences. The 
entire field is dependent on those training the workforce to provide high quality and relevant 
training and to ensure that supply meets demand and those responsible for distribution depend 
on those producing work to create product that is marketable.      
 
However as we have seen, the economics of the sector are characterised by a large degree of 
resource dependency and therefore this complex set of interdependencies ultimately rests on 
the flow of resources. Where this breaks down problems occur. This is evident particularly in 
the area of production where artists and companies are developing work for distribution often 
working for little or no payment using a hidden economy of support in kind and reliance on 
other forms of support such as earnings from outside of dance or support from families. 
 

 Workforce 
development 

Research and 
Development 

Production Distribution Consumption Evaluation 

Subsidised/ 
Social/ 
Cultural 
bottom line – 
not for profit 

Public 
Education and 
Training 
including 
schools/ HEIs/ 
Centres for 
Advanced 
Training 
(CATS) and 
the National 
Agencies 
Informal 
Education and 
Training 
Community 
and Youth 
Dance 

Independent 
Choreographers  
Dance Agencies 
Writers and 
academics 
Policy makers 

Producing 
and Touring 
companies 
Producers  

Managers 
Marketers 
Tour Bookers 
Agencies 
Press and PR 

Venues 
Broadcast and 
media 
 

Evaluators, 
reviewers 
and 
assessors. 
Research 
and data 
collation 
Archiving 
and 
preservation 

Commercial/ 
economic 
bottom line – 
for profit 

Private 
Dancing 
Schools and 
Examining 
bodies 
Vocational 
Schools 

Producers  
Choreographers 
Media 
Broadcasters and 
Designers 

Production 
Companies 
Producers  
 

Managers 
Marketers 
Tour Bookers 
Agencies 
Press and PR 

Venues 
Broadcast and 
media 
Film  
Music  
Computer 
games 
Fashion  

Evaluators 
Research 
and data 
collation 
Archiving 
and 
preservation 
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We found that the pattern of production on the field is skewed towards the producers rather 
than the distributors and audiences. Funding is primarily provided to the Agencies and the 
Production and Touring companies. The production companies create work with public 
subsidy or private investment and then seek to find venues interested in presenting the work 
to audiences. Distributors have to match and sell the work to the venues. Venues are therefore 
selecting work to present from a pool of what is available and this does not always meet the 
needs of their audiences. Work is being produced in isolation and without a clear view of 
what venues require because of the fact that the production companies are not generally based 
in venues. A theatre director will know what her audiences want, but the Artistic Director of a 
dance company makes the work they want to make is isolation from a locality or a known 
audience. Touring patterns are of annual tours for the major production companies with new 
work, but the few venues presenting dance on a regular basis cannot sustain this. There is 
little evidence of audiences being loyal to a particular choreographer or company, instead 
they appear to select on the basis of the content. There is also evidence that there is not 
enough available work of high enough quality in the small scale and too much available work 
in the middle scale. 
 
These structural consequences of patterns of investment in the field are perpetuated by the 
isomorphism identified earlier in the paper. Unsuccessful models can become the norm. 
However, successful models may also be mimicked and there is strong evidence of new 
business models beginning to emerge within the field that are challenging this pattern.  
 
Greater entrepreneurialism within companies, a growing internationalism in touring patterns 
and a growth in collaborative production and artist’s residencies, new distribution 
mechanisms and a growth in independent producers working in the field are some of the 
identifiable trends. Social enterprise models are also emerging with young companies setting 
out to operate a business model that is based on contracting and service provision to other 
public sectors such as health, education and business.  
 
The Dance Workforce 
 
This pattern of production and set of processes are supported and made possible by a diverse 
workforce of skilled practitioners whose collaborative effort generates the product. 
 
Dance deals in the generation of intellectual property through original choreography that is 
then performed by dancers in live, filmed and broadcast contexts. The performance is the 
result of many other processes that are essential to making it possible, including management, 
technical support and training and education.  
 
This means that the dance world of work is complex. A career in dance can be multi-faceted 
and unpredictable. This is not a new phenomenon and has been noted in many dance and 
performing arts research documents over the past twenty years (Devlin 1989; Clarke & 
Gibson 1998; Siddall 2001; Burns 2007). It is an aggregation of many smaller micro-worlds 
or sub-communities, a social network emerging from the cooperation of these micro worlds 
all with greater or lesser knowledge of the entire network.  
 
These sub-communities are perhaps best viewed as art worlds a socio-economic network.  
Becker (1984) argues that a specific art world comprises all the people whose activities are 
necessary for the production of the characteristic works that the world would define as art. 
His theoretical approach therefore begins with a broad definition of art as the collective 
activities constituting the production processes of art, and not then, the end product alone:  
  
“All art works involve the cooperation of everyone whose activity has anything to do with the 
end result. That includes the people who make materials, instruments, and tools; the people 
who create the financial arrangements that make the work possible; the people who see to 
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distributing the works that are made; the people who produced the tradition of forms, genres, 
and styles the artist works with and against; and the audience. For symphonic music, the list 
of cooperating people might include composers, players, conductors, instrument makers and 
repairers, copyists, managers and fundraisers, designers of symphony halls, music publishers, 
booking agents, and audiences of various kinds.” 
"The artist thus works in the centre of a network of cooperating people, all of whose work is 
essential to the final outcome. Wherever he depends on others a cooperative link exists" 5 
 
It is therefore possible to understand the dance field using methodology drawn from 
sociology, where the focus is on the social interaction of the people who work together to 
make the production of dance possible. Thus, the dance workforce comprises all dance 
practitioners contributing to the various stages of dance production outlined in Table Three. 
 
It is notoriously difficult to measure employment within the cultural and creative industries. 
This is because of the fragmentation of work within the overall field where individuals often 
hold down more than one job, what Towse (1996) called ‘multiple job holding’, work across 
sectors and work on short term contracts.  As Myerscough (1988) noted, “The difficulties of 
measuring irregular and part time work and self employment, which characterise many 
sectors of the arts, are virtually insurmountable.”  
 
Many dance workers operate what have been termed as ‘portfolio careers’,  defined as ‘no 
longer having one job, one employer, but multiple jobs and employers within one or more 
professions’ (Hansen, 2009) and comes from the concept of displaying a ‘portfolio’ as ‘a 
collection of different items, but a collection which has a theme to it’ (Handy, 1989). This 
idea of having a portfolio career is symptomatic of the working life of a dancer. (Clarke and 
Gibson 1998)  
 
The implications of this are that we cannot assume that one individual would fulfil one role 
and this therefore makes any attempt to quantify the dance workforce in a precise way 
difficult if not impossible.  
 
CMSC (2004) reported that the dance sector currently employs approximately 30,000 people 
including performers, teachers, support workers and administrators. Burns (2007) explored 
this figure further in an attempt to identify the numbers engaged in different areas of work: 
 
  Source 
Total employed in the dance sector 30,000 Dance UK 
Total performers 2,500 Equity Members’ Survey/ ACE 

annual returns for Regularly 
Funded Organisations 

Total teachers 22,500 Foundation for Community 
Dance/ Dance Awarding Bodies/ 
HE statistics/ Estimates of 
specialist dance teachers in 
schools.  

Total ‘supporting’ dance: management, 
choreology, notation, therapy, 
history/archive, etc. 

5,000 Assumption that the remainder are 
engaged in other activity to 
workforce development or 
production. 

 
Table Four:  

The Dance Workforce: Estimate of Scale  
 
                                                 
5 Becker p 25 
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The estimated low number of performers and choreographers within the workforce raises 
some interesting issues. There is a persisting perceived primacy of the artist within the field 
and this represents a hierarchy that resonates with Bourdieu’s theory (1994) that authority 
within a given field is inherent in recognition. It is arguable that within the dance field the 
choreographer and the performing dancer attain recognition whilst the teacher, manager, 
choreologist and physiotherapist rarely attain the same level of recognition. And yet, without 
them the processes outlined earlier within this paper would not be possible. There is a need 
within the dance field to adopt a wider notion of working in dance.  
 
Furthermore, this data raises issues around training for dance, which is currently primarily 
focussed on the training of dancers and choreographers rather than managers, teachers and 
educators. (Burns 2007, Bates 2008, Cross 2009)  In 2007/08 we estimated that more than 
6,000 people were training on dance programmes within the Further and Higher Education 
system and within vocational dance schools. With less than 2.500 performers engaged at any 
one time this is somewhat worrying and indicates an over-supply of labour into the field 
whilst also suggesting there may be an under supply of high quality teachers in the key area of 
workforce development.  We found a widespread perception that the dance workforce is not 
fit for purpose and found a significant number of initiatives currently underway led by the 
field itself to address this issue. These include major strategic interventions by Youth Dance 
England, the Dance Training and Accreditation project and the National College of 
Community Dance being developed by the Foundation for Community Dance.  
 
 
The Dance Workforce Survey 2009 
 
The Dance Workforce Survey was carried out between December 2008 and January 2009 
using an on line survey circulated through the national agencies to their members and through 
all the production and touring companies to their workforce. 6This meant that we had the 
potential to reach those working at all stages of production.  It also meant that we reached 
those working within the field who may not be paid for their work, for example, those leading 
amateur dance activity. This was a category of activity within the field that we were keen to 
begin to measure and capture. 
 
The workforce survey revealed the following headline findings and the findings raise some 
critical issues for the field:  
 
Demographic: 
 

• The workforce is concentrated in the South of England with 25% claiming London as 
their home region and a further 24% the South East. This compares with only 9% in 
the North West and 3% in the North East. 

 
• The workforce is predominantly aged 25 – 35 (36%) with 13% being aged 20 – 26 

and 27% aged between 36-50. and 24% aged 51 and over.  
 

• The workforce is larger than estimated if we encompass those engaged in a voluntary 
capacity – we can estimate that it is nearer 40,000 in total. 
 

• The wide age range of the sample seems to indicate that the workforce develops 
careers in dance across a lifetime. When we mined a sample of surveys it appears that 
there are a wide range of transitions taking place across the workforce with 

                                                 
6 There were 808 responses to the survey in total. 
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performers developing new skills in management to cope with the end of a 
performing career, developing teaching skills and moving into linked areas.  

 
• The distribution of the workforce is skewed to the South of England (49%) and this 

has an impact on competition and creates skills shortages elsewhere. If the workforce 
is predominantly located in the South East, there is inevitably going to be greater 
competition for work in that region even given that the majority of the performing 
companies are based in the South East and therefore there is greater demand for 
performers. On the other hand there are inevitably key skills gaps in other 
geographical areas where there is market demand. For example, the agencies work 
throughout England and there is an even spread of youth and community dance and 
schools provision around the country.  

 
 
Professional Roles within the Dance Field: 
 

• Of the sample 38% claimed to spend some working time in management, 42% spent 
time choreographing and 38% performing as a dancer. 36% taught in schools, 28% in 
HE or FE and 24% in the private sector. 20% spent time producing and 8% in dance 
therapy.  

 
• The workforce is engaging in multiple job holding and multi sector working to a 

significant extent and this requires a wide range of skills beyond performing and 
choreography including teaching and management 

 
• 37% of our sample were members of Dance UK and 33% of the Foundation for 

Community Dance, 14% were members of National Dance Teachers Association and 
9% of the English Folk Dance and Song Society. 8% were members of Equity and 
14% of the four awarding bodies.  

 
Earnings: 
 

• Of the sample, 22% did not earn a living through dance and can therefore be assumed 
to be amateur dancers working in folk, social and dance related exercise.  
 

• Of those that did earn a living exclusively through dance 35% claimed to be self 
employed and 41% were employed. A further 2% were active retired.  

 
• Of those earning a living through dance 23% earned less than £5,000 in 2008/09 with 

38% earning between £5,000 and £20,000. Only 13% of the sample earned more than 
£30,000 from dance.  

Training: 
 

• 62% had degrees (46% degrees in dance). 13% had qualifications from the Awarding 
Bodies and 16% had FE qualifications. 

 
• The workforce is therefore highly educated yet poorly paid from work in dance and 

many are supplementing income from dance from work in other sectors of the 
economy.  The low earnings threshold raises questions around a hidden economy in 
the field and how individuals are sustaining a living through dance.   

 
Cross Sector Working: 
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• 45% of the sample said that they engaged with film, television, digital production, 
web casting and music video. Of those who answered this question 62% engaged 
with film and 27% with TV. 15% were working in music video 

 
• The workforce is responding to new developments and crossing over into more 

commercial areas of work at a significant level.  
 
 
Conclusion 
 
The research found that: 
 

• Organisations within the field are surprisingly homogenous.  
• The field is suffering from significant resource dependency on public sector funding 
• As a result, there are structural consequences and this is affecting the economy, 

distribution and consumption.   
• Differentials in patterns of investment across different segments of the industry are 

impacting on the effectiveness of the whole ecology. 
• The workforce is diverse but there are significant skills gaps and distribution issues 

that suggest that there is underemployment and yet also gaps in key skills required 
within the market place.  

 
The field is small yet complex, it is comprised of both subsidised and commercial 
organisations that work across other cultural fields such as theatre and music, computer 
games generation and broadcast and film. As a result the workforce is diverse and many 
individuals within it work across the field in multiple roles. The workforce remains underpaid 
and is skewed with capacity stretched in some areas and underemployment in others. There 
are key skills gaps in relation to market needs that must be met with a workforce better fit for 
purpose and this would generate more sustainable careers in dance.  
 
The workforce survey highlighted the predominance of what could be called a hybrid 
professional. There is a potential tension here within a homogenised structural organisational 
field as these hybrid professionals develop entrepreneurial skills and new business models to 
enable them to sustain careers we can see challenges to the existing organisational models and 
working structures.  
 
We asked a final question in the survey about the key challenges facing the field. Using 
keyword mining we were able to identify the three most recurrent themes as training and 
professional development, funding and pay and conditions. The workforce is facing 
challenges to develop new skills, new working methods and new income streams in order to 
sustain lifelong careers in dance. This poses some interesting further research questions that 
will need to be mined in the years to come. Will the increasingly hybrid workforce change the 
structuration of the field challenging its historical patterns of cultural production and its 
economic base?    
 
Such issues are critical to the dance field as it moves forward from its current position of 
strength. No longer an art form on the fringe, dance is recognised by government as having 
both intrinsic and extrinsic value and is a popular art form in engagement terms. The 
challenges here are for the funding system, the field itself , but also, crucially, for those 
responsible for the planning of initial training.  
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The notion of the definition of the dance field in England may need to expand to encompass a 
more holistic view of the overall ecology which must place greater value on workforce 
development, recognise the interdependence of different processes within the field and work 
collectively to address the issues it faces with courage, confidence and a greater 
understanding of the overall dynamic of a career in dance. 
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