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Dance is an art that imprints on the soul. It is with you 
every moment. It expresses itself in everything you do. 

(Shirley Maclaine) 
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1. Introduction 
 
1.1. The dance field is multi talented and multi skilled comprising many people with 
 fascinating career paths. Whilst the majority of people working within the field will 
 have started their careers as dancers, many change direction at some stage, 
 sometimes as an active choice but, in other instances, it is enforced by physical 
 limitation or injury. Regardless of the reason, the end of a performing career after 
 years of training brings serious challenges. The process of transition involves a loss 
 of identity, often likened to a bereavement and can be traumatic and stressful. 
 
 
1.2. The application of the knowledge and skills which have been gained as a dancer to 
 new contexts and settings seems to inform the many examples of transitions into 
 education, leadership or other sectors. As with any change, the key to a successful 
 transition from one career to another is preparedness for change and awareness of 
 opportunities available. Whilst the responsibility for transition ultimately rests with the 
 individual dancer, there is a collective responsibility within the dance field to 
 maximise the unique expertise and fierce love of the art dancers have.  
 
 
1.3. Dancers Career Development (DCD) has been supporting dancers in making the 

transition for over 30 years. DCD is unique in its mandate in offering a holistic and 
comprehensive range of specialist and confidential practical, psychological and 
financial retraining and career support services to all professional dancers in the 
United Kingdom. The range of services is dancer driven and tailored to the 
individual’s needs. In 2007, a survey showed that 89% of all DCD retrained dancers 
are currently still working in dance.  

“The starting point for the dancer facing transition has to be a holistic consideration of 
what is right for them. You can’t prescribe the outcome as there is no one size fits all. 
The right direction may take some time to find and trust, encouragement and support 
is crucial in enabling the dancer to decide whether to stay in dance or dance related 
professions or to make a transition into another field of work that uses their skills.” 
Linda Yates, Dancer’s Career Development 

 
 
1.4. Other more recent support for training has emerged through the Clore Leadership 
 Programme and the Paul Hamlyn Foundation whose Jane Attenborough Dance in 
 Education Fellowships (JADE) have provided opportunities for dancers to retrain in 
 education.  

 
1.5. The Clore Leadership Programme aims to strengthen leadership across a wide range 
 of cultural activities and offers a Fellowships and Short Courses for individual 
 leaders. It has offered fellowships to dancers (with co-funding from DCD and the 
 Linbury Trust) for 6 years but has also awarded general fellowships to other dance 
 professionals. Since 2004, ten dancers have been supported with Clore Fellowships 
 and some have made transitions to different roles within dance. Eddie Nixon was a 
 dancer with Adventures in Motion Pictures in 2004, but is now Director of Theatre 
 and Artist Development at The Place. Toby Norman Wright, an ex Birmingham Royal 
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 Ballet dancer is now Regional Youth Dance Strategy Manager for the West Midlands 
 and Kenneth Tharp is Chief Executive of The Place, London.  
 
 

 “Dancers have incredible and unique qualities that are valued within broader society 
as well as within the cultural world. The art form develops skills in teamwork and 
dancers are empathetic, focussed and courageous. They know how to build 
relationships and are flexible, lateral thinkers with humility and generosity. These are 
the qualities that leaders need”. Sue Hoyle, Director of the Clore Leadership 
Programme 

 
 
1.6. The JADE Fellowships were awarded annually by the Paul Hamlyn Foundation to 
 commemorate Jane Attenborough, whose distinctive contribution to dance and the 
 arts ended tragically in the Tsunami of 2004. The Foundation have awarded five 
 fellowships each lasting two years with the aim of enabling a dance company to 
 provide practical assistance, mentoring and training to help a dancer coming to the 
 end of his or her career to make a successful transition to education and community 
 work. Three fellows have now completed their programmes and two are ongoing. 
 The programme grew from the recognition that dancers have unique and precious 
 experience which can be applied in different learning environments to enhance the 
 experiences of participants and has provided long term support for five talented 
 artists to make the transition from dancer to educator.          
 
 “Whilst our support through our Arts Open Grants scheme is very much focused on 
 organizations, our arts special initiatives tend to support individuals. In that way, the 
 JADE Fellowship enabled the Foundation to build on the many grants we gave to 
 dance companies and extend our reach to related individual dancers at times of 
 transition. Our belief in encouraging as many people as possible to experience the 
 arts relies on powerful ambassadors that can transform lives by opening new 
 horizons.” Regis Cochefert, Arts Programme Manager, Paul Hamlyn Foundation 
 
 
1.7. On May 24th 2010, these three organisations collaborated on a symposium, New 
 Directions, which took place at the Southbank Centre and attracted a total of 80 
 delegates and speakers. The symposium was organised by the partners to bring 
 together their experience of supporting dancer transition and career progression in 
 order to shine a light on the issues for the benefit of artists and companies and as a 
 means of stimulating greater  debate and collaboration. In his opening remarks, Sir 
 John Tusa noted that, “the last meeting to attempt what is happening today took 
 place in 1989, so this is a very special event.” 
 

1.8. The Symposium was chaired by Sir John Tusa and involved a wide range of 
 speakers in a  keynote opening session and a series of four breakout groups.  

 Keynote Speakers were: 

Kevin O’Hare, Administrative Director, Royal Ballet  

Siobhan Davies, Artistic Director, Siobhan Davies Dance Company 
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Kenneth Tharp OBE, Chief Executive, The Place 

Paul Bronkhorst, President of International Organisation for the Transition of 
Professional Dancers (IOTPD) 

Aletta Collins, Director and Choreographer 

              

(l-r) Kenneth Tharp, Sir John Tusa, Siobhan Davies and Aletta Collins 

The themes of the breakout groups were as follows: 

Breakout Group 1: The role of the company in supporting the transition 
process 

Breakout Group 2: The wealth of transferable skills you develop as a dancer  

Breakout Group 3: Moving Beyond the Role of the Dancer 

Breakout Group 4: What next? Beyond Performing 

 

1.9. This report seeks to outline the key issues that emerged throughout the symposium 
 drawing out themes and recurring motifs. It also seeks to draw out significant points 
 that may inform future provision and development for the dance field as a whole as 
 well as for the three major organisations involved in its planning.  
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2. The Dancer’s Skills 
 
2.1. In opening the event, Sir John Tusa noted that the symposium had attracted a 
 gathering with  an extraordinary range of talent to discuss the career progression of 
 dancers and the realities of their transition. This emphasis on talent became a 
 recurring theme throughout the keynote session and there was an ongoing plea that 
 we must not underestimate a dancer’s skills and knowledge.  The main strands to 
 this debate focussed around the following key issues: 

 
o The transferability of the dancers’ skills 
o Multiple intelligences 
o The notion that a dancer will always be a dancer 
o Confidence 
o Status 
o Communication 
o Respect   

 
 
2.2. “Dancers have many transferable skills that can be applied in other contexts 
 both professionally and in daily life” 

  
 Kevin O Hare (Royal Ballet) opened Breakout Group 2 with the contention that many 
 dancers don’t believe that their dance skills are transferrable and are often unable to 
 relate their skills and experiences to different contexts. The need for dancers to 
 believe in themselves, to be confident and convinced about their skills within the 
 dance world and beyond and to translate their experience and skills to others 
 threaded throughout the afternoon as dancers articulated their own personal 
 experiences. One speaker referred to the transition process as being more 
 accurately defined as a process of translation.  
 

         
(l-r) Siobhan Davies, Aletta Collins and Kevin O’Hare. 
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 Tammy Arjona (SDDC) stated that, “At the beginning of the JADE Fellowship, I found 
 it difficult to identify my skills, and hard to articulate them. When you are working 
 physically, these skills become ingrained and like second nature, which means they 
 can be challenging to pinpoint. Once working in different environments and contexts I 
 could begin to pick apart what was particular to me, find the key things that would 
 keep me engaged with dance and my own sense of enquiry alive in future work. 
 Understanding our thought processes in improvising and composing movement is 
 important and relevant and means that I am now becoming quicker at banking away 
 thoughts and ideas that will re-emerge at a later date.” 

 Kenneth Tharp (The Place) provided a personal checklist of 10 practices that he felt 
 have informed his work both within the studio and beyond. By no means conclusive 
 or generic, they provide food for thought for others: 

o Creating conditions for learning and creativity  
o Dispelling fear 
o Room for failure 
o Enabling ownership 
o ‘Serious play’ 
o Making space for the unknown 
o Creating shared goals 
o Engaging the whole person 
o Trusting instincts and being in the moment 
o Curiosity 

 Ann Whitley reinforced this in Breakout Session 4 when she suggested the following 
 list of transferable skills that dancers have which can support the transition process. 

 “In my experience, if you are working with dancers, especially freelancers, or a 
 mixture of dancers and non-dancers, on an unusual project of some sort, the 
 following will apply and can transfer to a new career: 

o Dancers will automatically turn up early. 

o Dancers will have in their work bag: a notebook and pencil, alternative shoes, 
foods,  water, analgesics, arnica and a map – minimum 

o Stamina and courage. 

o Physical strength, tenacity and a sensible body awareness. 

o Dancers will look for orderliness in the face of semi-chaos. 

o If there is an event to turn up for, dancers will arrive having taken care and 
dressed with style. 

o Good lateral thinking about how to achieve a goal and how to collaborate.  

o Dancers know how to take care of themselves and are good at looking out for 
colleagues in distress, etc. 

o A sense and appreciation of quality and beauty. 

o Appear to have confidence.  Hide lack of it. 
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o Ability to conceptualise.   

o Good spatial awareness. 

o A dancer who has been a union rep or dancers’ spokesperson will find that 
experience useful later on in a different field.” 

 
2.3.  “The dancer’s knowledge may be different to other types of knowledge but do 
 dancers’ know what they know?” 
  
 Siobhan Davies opened by reminding the audience of the unique nature of dance, 
 the only art form where the artists are both the medium and the material. “We must 
 recognise that the choreography of dance, and its understanding, does not just play 
 out in steps, but in a larger scale and scope.”  

It is therefore important that we get away from the notion of ‘seeing dancers as 
bodies and not people’. Her contention was that when making work it is important to 
allow time for reflection, to encourage dancers to articulate ideas and reflect upon 
them in order to be fully engaged in the process and to increase their understanding 
of the value of their knowledge and abilities. Dancers, she suggested, are well-
informed, self-taught and have a wealth of skills and an absolute knowledge about 
being human, and all that this entails. This form of intelligence needs to be 
recognised and valued both by dancers themselves and the field as a whole. 
 
Kate Scanlan (Breakin’ Convention and Dance 360) reinforced this notion, “multiple 
intelligences and languages are received through dance” and Scilla Dyke (Royal 
Academy of Dancing) posited the theory that the dancer’s knowledge is located in the 
body and must be explored proactively to support the process of transition. “As 
dancers our bodies are enscribed with our histories and enable us to articulate 
(physically, intellectually, verbally, emotionally) our experiences and knowledge of 
the world.” 
 

2.4. “There is no such thing as a former dancer” 

 The notion of the dancer’s lifespan was challenged in this context.  If a dancer’s skill 
 set is wider than their technique the dominant perception that the dancer will stop 
 performing at a stage in their life when their technique no longer comes easily to 
 them must be challenged.  Dancers can continue to contribute to performance well 
 into their 70s but for this to happen it was argued by a number of speakers that we 
 need to broaden how we see dance, and allow people to extend their years in the 
 industry. Scilla Dyke stated, “You are still a dancer, and always will be, even after 
 transition, and no matter what you do.” 

 
2.5. ‘I’m only a dancer’ 
  
 Despite this general recognition that the skills of the dancer are both unique and 
 valuable within society, it is still common for a dancer to experience a lack of 
 confidence in their skills. Eddie Nixon (The Place) pointed out that in the theatre 
 world dialogue is encouraged, but in  dance, especially during training it is not 
 encouraged and is even frowned upon. He compared dance and science where you 
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 are taught that there is a ‘right’ or ‘wrong’, whereas  in the other humanities more 
 discussion and questioning is encouraged. This lack of questioning stems from a fear 
 of failure, lack for confidence and self-criticism which is felt to be evident in a lot of 
 dancers. 
 

 This poses a series of challenges about how we can get dancers in touch with their 
 skills.   
 
 Various solutions were proposed throughout the afternoon: 

o We can allow them to question their technique while being educated 
o We can allow for more space for discussion within the studio 
o We can make more opportunities to talk about choreography 
 

2.6. “We’re so glad you’re working again” 

 Aletta Collins challenged the dance field to develop “greater respect for difference” 
 noting that there are perceptions that some forms of work are ‘proper’ whilst others 
 have less value. Her own experience of working in opera informed her keynote 
 speech:  
 
 “There’s very much a feeling in the industry about opera being a last resort, and 
 being second-rate work for a choreographer. I have been fortunate to work in opera 
 for many years, and think that it is fantastic work. I began directing successful films 
 and theatre, but it wasn’t until after I directed a small dance at Somerset House, that 
 the dance community embraced me again and said “We’re so glad you’re working 
 again”. Part of me always thought opera wasn’t good enough, and I wondered, 
 “Should I return to dance?” but in the end I realised that joining up experiences from 
 different fields allowed me to grow as an artist.” 
 

  
(l-r) Siobhan Davies and Aletta Collins 
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 Dance can be disconnected from other art forms, and the very fact that it is often 
 referred to as the ‘dance world’ suggests a certain insularity which was referred to as 
 a “culture of the other” by one speaker. In order to support the transition process 
 more effectively, it was argued that a broadening of mindsets would be powerful and 
 support dancers in finding new avenues for their talents.  

 
 
2.7. “Dancers are communicative and brilliant, but it is possible that they aren’t 
 allowed to be heard in the profession, and are unnecessarily silenced” 
 
 There was much discussion about communication throughout the keynote sessions 
 as well as the breakout groups and this appears to link closely to the above. A 
 potential problem for dancers in transition can be confidence in their oral 
 communication. The non verbal nature of dance creates a potential barrier for many 
 dancers who feel their verbal  communication skills may be lacking. It was argued that 
 this should be developed in the studio as allowing room for discussion in the 
 production process can promote coherent thought structures amongst dancers. 
 “Dancers do have the ability to communicate and project, they just need more 
 practice to articulate ideas, an opportunity they are rarely given.”  
 

 Aletta Collins stated: “There’s still a feeling that if you as a dancer talk too much or 
 ask too many questions you’re perceived as ‘difficult’.  We need to make change at 
 every level and support that change.  Dancers are part of a company and not a silent 
 service.” Another speaker reinforced this, “As a dancer you don’t often find you’re 
 involved in the company vision.  Our knowledge and experience is not tapped into.  
 The transition process needs to start within the company.  Dancers need to be seen 
 as more than just machines who execute steps.” 

 This seems to point to a need for dancers to be treated as individuals if they are to be 
 afforded the opportunity to develop communication skills, confidence and a more 
 effective understanding of their skills and experience.  

 To use the words of one speaker, “We must build an environment where we respect 
 and nurture adults.” 
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3. The Process of Change and Development 
 

3.1. Throughout the afternoon many personal stories evidenced some recurrent themes 
 about the actual process of transition: 

o The process is a long one and not a simple journey and every dancer’s 
journey will be different 

o The process is more about change and development than a fixed transition 
from one place to another.  

o Identity and ‘loss’ 

o Responsibility 

 
3.2. “Transitioning is like a relationship ending: it’s not an immediate transition, 
 you don’t make the decision and then end up with a new partner the next day” 

  
 Tammy Arjona pointed out that there is a need to take time with the transition 
 process. “It has been invaluable for me to have this time, and to be able, in my 
 transition, to relax and take time to research. Anxiety is not helpful during a transition, 
 but can easily become a problem for some. Dancers are constantly working, but in a 
 transition, need to be able to calm down and absorb the change.”  
  
 The need to take time with the process emerged as a common thread for many 
 speakers and programmes like the Clore Fellowship and the JADE Fellowship were 
 praised for the longitudinal support they offered.  
 
 Being non prescriptive about the process was also felt to be important as every 
 individual is different and will require different interventions and solutions as their 
 needs change. The flexibility of DCD support also appears to have supported many 
 artists on their journeys.   
 
 It isn’t immediately apparent to the dancer which path they wish to take and there 
 appear to have been many detours for some transitioning artists where a transition 
 into a different field has resulted over time in a return to dance.  What became clear 
 within the breakout discussions was that there was a need for the artist to be 
 encouraged to be proactive in the transition process, to take responsibility for it and 
 for their own journey and to view the  process as an opportunity rather than a crisis.  
 
 “On the development journey, it’s also important to note what’s right for the dancer at 
 a particular time, and what’s right given the point you are at on your own journey.” 

 There is no clear path and no map for the process, rather a journey of discovery that 
 may take longer than anticipated.  “There is no model and no ‘toolbox’ for transition – 
 it is down to the individual and their needs and skillset.” 
 
 David Nixon (Northern Ballet Theatre) called for the process to be viewed as an 
 organic one, a natural part of a dancer’s life and career rather than an approaching 
 evil and there was much discussion surrounding the need for young dancers to be 
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 encouraged to think widely about their career at a much earlier stage linking back to 
 the issues around developing awareness of  transferable skills.  
 
 In outlining his own personal journey Kevin O Hare (Royal Ballet) highlighted the 
 value of taking a long term and proactive view of the process. 
 

 “I was lucky, in that I was always interested in the logistics behind what we do as 
 dancers. I also always thought, in the back of my mind, that I would stop dancing at 
 35 and I started putting together workshops during my dance career, and had a taste 
 for the other side of the curtain. But, in my early 30s I sustained an injury that had me 
 out of commission for months and this gave me time to think about what I should do 
 next, as I recovered. I was fortunate to do some work during this time on a placement 
 with Rambert Dance Company which allowed me to tap into different departments 
 and job functions and this experience provided a breadth and led to a fellowship with 
 the RSC that gave me further experience” 

 Kevin’s journey also highlights the important role senior managers can take in 
 generously offering such valuable opportunities to dancers.  

  The notion of a journey of translation emerged throughout the afternoon as speakers 
 talked about the ongoing discoveries they made as they were making choices and 
 gathering new experiences. 

 

 

Siobhan Davies 
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3.3. “I finished performing last week.  I feel lost, scared but open to go with what’s 
 going to happen.” 
 
 The end of a performing career brings an acute sense of loss and can trigger a kind 
 of grieving process. It can be frightening and create great anxiety. Often the move 
 away from the studio creates an identity crisis as well as culture shock.  “It’s not just 
 losing the being on stage but you lose a sense of family, a connection.” 

 This can be even more potent as it can create a sense of isolation. One speaker 
 reflected, “when we left the company in 1999 the attitude was that we were 
 ‘dead’.  No-one mentioned us or wanted to know. That lasted 8 years.” 

 Support during this process is critical and although many speakers had benefitted 
 from the infrastructure provided by programmes such as the Clore, JADE or DCD 
 support, many were struggling alone with this. Again, a speaker reflected on the 
 difficulties,” It  taught us to support ourselves.  We’d have loved to have trained but 
 didn’t have the time.  When you’re at the top of your profession it’s difficult to go back 
 to the beginning and start again.” 

 There was also a sense that often transition can be viewed as a stigma. Starting to 
 explore this earlier in the dancer’s career may help to destigmatise it and instead 
 ensure that dancers see it as part of a longitudinal career in the field rather than the 
 end of something.  
  

 The move from the studio can be particularly hard for some even when it has been a 
 a gradual transition.  Although Kenneth Tharp’s journey was a gradual shift away 
 from dancing, he remarked that the point when he became Chief Executive of The 
 Place and shifted from the studio to the desk was still a dramatic transition to make. 
 “My transition to the role of Chief Executive at The Place was rather brutal, in the 
 sense that it was an immediate change from working primarily in the studio to being 
 behind a desk” 

 In outlining his transition Toby Norman Wright stated: “My transition was performing 
 in Sleeping Beauty in June and starting at the Arts Council in August. It was a wrench 
 and a culture shock. My intention at the time was to learn as much as I could and 
 then go back ‘home’. I was ‘going it alone’ a bit and I remember speaking to Bruce 
 Samson about 8 months into the change and I found this incredibly reassuring. I 
 realised I was  not going through an isolated or unusual experience, but one that is 
 shared in many similar ways by a majority of dancers that had or were currently 
 going through similar changes. I now believe that it’s very important for those going 
 through transition to be able to speak to other dancers that have been through similar 
 experiences. They don’t need to provide answers or solutions, but just be there to 
 listen, relate and identify. I think there is a very positive energy that comes from 
 shared experience and that it can then help individuals to arrive at their own 
 solutions. I still miss it (dancing) from time to time but in a way that you look back at 
 a relationship that has ended and only focus on the good bits. I now have a much 
 better perspective of my first career and am grateful for the memories I have - and 
 hope that I can use this and the transferable skills learnt through dancing to benefit 
 my current work in dance.” 

 However, as Sharon Watson stated, “I lost nothing by giving up performing. When 
 my young dancers take a curtain call that’s when I take a curtain call.” 
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3.4.  “As a dancer in transition you can’t throw all your skills away.  You have to 
 learn to change.” 
 
 From the many personal stories emerging through the afternoon, there was an 
 overriding positive approach to the processes of change undertaken.  
  
 Farooq Chaudhry (Akram Khan Dance Company) spoke about the decision making 
 involved in transition and the fact that this brings with it both a ‘sacrifice’ as you are 
 giving something up and a sense of personal responsibility for the choices you make. 
 He underlined the fact that it is the responsibility of the individual to embark on this 
 process and take charge of the change.  
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4. Supporting the Process 
 
 
4.1. Supporting the process is of paramount importance and this needs to be a collective 
 responsibility. Whilst, the primary responsibility rests with the individual dancer, 
 companies have an important role to play alongside other key agencies and 
 organisations. There was a strong feeling expressed throughout the afternoon that 
 there needs to be a pooling of resources and experiences so all dancers can manage 
 the process more effectively. 
  
 Key strands to the discussion included: 

o The role of companies in supporting the process 
o The importance of networks and dancer to dancer support 
o The need for an international perspective to be adopted 

 

 
Kenneth Tharp 

 
4.2. “Companies should not try to do everything for the dancer as they need to take 
 ownership of their own transition but they have a responsibility to support the 
 process and create a culture where transition is seen as an opportunity.” 
 
 There was a strong feeling that whilst companies can support the transition process, 
 ultimately the responsibility lies with the individual. Companies can benefit from 
 supporting transition through the retention of skills. Joce Giles (Rambert Dance 
 Company) reflected that supporting and assisting with transition was ‘enlightened 
 self-interest’ as it can keep the dancers with the company longer and help boost the 
 company’s employment. 

 However, the protective environment of the company brings both positives and 
 negatives to the process and there was some discussion of how an over protective 
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 ‘maternalistic’  approach can prevent the dancer from becoming independent. Thus, 
 whilst the Company is responsible in many ways for overseeing the growth of each 
 dancer, it is necessary to encourage a culture of independence and confidence and it 
 is important to see dancers as individuals and focus on each need, rather than as an 
 ensemble. 
 
 Specific examples were provided of company approaches: 
 

o Northern Ballet Theatre actively try to support the move from performing 
full time for their dancers and hire as many alumni as they can, as well as 
encouraging dancers that are thinking about transition to test the waters in 
various roles within the Company. 

o Rambert Dance Company offers a range of Continuing Professional 
Development services within the company and are trying to establish 
transition as an organic part of each dancer’s career with the company. 
The opportunity to apply for a small grant has been introduced, to assist 
with a dancer’s chosen CPD; a choreographic development programme 
offers opportunities to develop skills and there are mentoring schemes in 
place. 

o Akram Khan Dance Company has a charity within the Company that 
offers dancers employed by the Company small bursaries to undertake 
small CPD projects, to keep them growing and developing even when not 
performing for the Company. 

 
 It was suggested that a Company with long-term vision and stability can have a very 
 positive impact on a dancer’s career and transition as it enables long-term planning 
 and a safe place from which to test you. 

 
 However, Simon Lacey (New Adventures) pointed out that Commercial Companies 
 work very differently and that this affects the way transition takes place. Dancers in 
 the commercial sector have to consider transition sooner due to perception and age 
 considerations and so their career end can be more brutal. New Adventures have set 
 up internal management training programmes and workshops for their dancers 
 
 
4.3. “I didn’t talk enough to other people when I was in transition.  I thought it was 
 just me that was grieving.  It’s good to identify with other people and their 
 experiences.”   
 
 There is a great fear amongst dancers approaching transition that they will be alone. 
 This is  especially true for those leaving a Company as they have previously been in 
 such a  supported, protected position. Freelance dancers come from a different place 
 as they are required to take on much more responsibility throughout their career to 
 secure work. 
 
 The importance of networks and support systems through this process of change 
 was emphasised by all speakers. Whether the support had come from within the 
 company, from DCD, from outside the world of dance or from other individuals, it was 
 clear from the  speakers that the process is a lonely one and one that requires the 
 dancer to be open and to seek support from others.  
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 Kate Scanlon talked about her role as mentor to Simon Cooper during his JADE 
 Fellowship and referred to it being “uncharted territory” that had to be negotiated 
 together. She also emphasised the importance of thinking beyond dance to ensure 
 that maximum use is made of all contacts and networks because, whilst most of a 
 dancer’s contacts are within the dance world, this can create a limited and insular 
 network during transition.  
 
 It is therefore crucial that transition centres are independent and professional, and 
 can help the dancer reach beyond the dance community.  

 

4.4. “Dancers are not held by ‘borders’. There is a danger that those dancers 
 working in different countries could fall through the cracks.” 

International mobility should not lead to dancers failing to obtain the support they 
need with the transition process. Paul Bronkhorst highlighted these issues in his 
keynote speech.  
 

 “Many dancers cross borders and work in different countries. As a result they don’t 
 meet the eligibility criteria in individual countries that would allow them to tap into 
 support. The results of the survey, Keep Moving!, initiated by the International 
 Organisation for the Transition of Professional Dancers (IOTPD) shows that every 
 company in Europe has dancers from several countries, a fact which models the 
 international nature of the industry.” 
 

 
(l-r) Kenneth Tharp and Paul Bronkhorst 

 
 He highlighted an example of an artist whose career was split between the UK and 
 the Netherlands, working for 10 years between the two who failed to qualify for 
 support in either country. The two organisations (DCD and the Dutch Retraining 
 Programme for Professional Dancers) were able to work the programmes 
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 together between the two countries so that he could secure support and start 
 studying for his career change 

 Paul said that the International Federation of Actors (FIA) and the IOTPD will work 
 together on an inventory of what exists in Europe. On the long run the IOTPD will 
 work towards the establishment of an overarching transitional scheme. 

 Dancers who fall between the cracks as a result form their international careers is 
 one of the main concerns of the IOTPD. The strategy to find solutions is threefold: to 
 reinforce the links between existing transition centres, to encourage countries to set 
 up national schemes and to create an international transition support program. 
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5. Into the Future  
 
 
5.1. The symposium tackled the issues around career development in an open and 
 overwhelmingly positive way. It encouraged debate around key questions and issues 
 that need to be faced by the profession as a whole rather than being seen as the 
 remit of Dancers’ Career Development alone.  
 
 
5.2. The symposium challenged some major preconceptions about transition and career 
 development: 
 

o It is wrong to view Dance as a brief career. 
o Transition is an opportunity rather than a crisis.  It is a privilege to be able to 

change direction mid-career. Dancers should be encouraged to think of 
changing their career as a privilege and opportunity. Transition needs to 
seem exciting rather than scary. 

o The culture needs to shift from a perception that performing is the only way to 
be engaged in dance and the perception that anything else is second best 
must be challenged if we are to retain the very special talents and skills 
dancers bring to the field and to society at large. 

o The dancer is not alone.  
o The dialogue on transition and wider skills development needs to start much 

earlier in a dancer’s career, during their training. A curiosity about what else is 
‘out there’ needs to be maintained throughout a dancer’s career 

o There is a need to challenge the confidence barriers that exist and remind 
dancers that what they do is specialised and complex. “Be proud of having 
been a dancer and remember that no one can take that title away from you.” 

o There is no fixed route for a transition.  
o The combination of the Company and the Artist are essential to managing the 

change process and a change in attitude and support needs to be built within 
the companies.  

o There is a clear need to move into the future with a more structured European 
scheme that will support those artists working beyond the UK. 

 
 
5.3. There was a general feeling that we are not doing enough collectively to support 
 dancers and market their skills. We need as a field to confidently begin to articulate
 the fact that dance is important and equal to other art forms and that dancers have 
 real value to society as a whole: 
  “We must promote dancers as fully engaged, and in a way in which they begin to 
 value themselves. Let us do this with a perception of their knowledge and abilities.”  
 
 
5.4. The Symposium was developed by the three partners as a means of stimulating 
 debate around the subject of career development. It is now important that the 
 momentum created is maintained and that the profession as a whole tackles the 
 further development of the debate collectively and with confidence.  
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 Dance is a very communal industry – each individual’s strength adds to the strength 
 of the group. “Dancers are the components of the factory of dance, and taking care 
 of the components makes for a better-working whole.” 
 
 New Directions opened up the dialogue and brought together companies, artists and 
 agencies engaged with the process for the first time in many years to discuss a key 
 issue for the profession. How do we continue to grow as an art form, retaining and 
 valuing the talent we have for the benefit of the field as a whole? There is a clear 
 need to continue to develop networks and engage dancers in mutual support beyond 
 the confines of individual programmes of support and this is not the responsibility of 
 any one organisation but of the dance field as a whole.   
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Appendix I: Symposium’s Programme 
 
New Directions (Southbank Centre, 24 May 2010) 

1.30 pm Registration 

2 pm  Welcome and keynote speeches 

  Chair: Sir John Tusa 

Panel: Kevin O’Hare, Siobhan Davies, Kenneth Tharp, Aletta Collins and Paul  

Bronkhorst 

3 pm  Breakout groups 

Group 1: The role of the company in supporting the transition process 

This panel will address the questions of how companies can support the 
transition process, what is the company’s responsibility for the dancer’s long 
term career and perhaps more importantly, how can companies benefit from 
supporting transition and the retention of skills. 

Chair: Siobhan Davies 

Panel: Joce Giles, David Nixon and Farooq Chaudhry 

Group 2: The wealth of transferable skills developed as a dancer 

This panel will celebrate the notion of the breadth and depth of skills the 
dancer has developed that are able to support the process of transition and 
support long term career development 

Chair: Kevin O’Hare 

Panel: Dr. Scilla Dyke, Tammy Arjona and Kate Scanlan 

Group 3: Moving beyond the role of the dancer 

This panel will consider the particular challenges faced when an artist moves 
beyond the studio or beyond the role of a dancer in a studio context to 
assume different roles within it or beyond it. 

Chairs: Kenneth Tharp and Aletta Collins 

Panel: Michael Nunn, William Trevitt, Sharon Watson and Toby 
Norman-Wright 

Group 4: What next? Beyond performing 

This panel will consider the notion of moving beyond dance and into other 
areas of work. Retraining and developing new skills sets as part of long term 
career development may take the dancer away from dance. It involves 
transferable skills but also a creativity and entrepreneurship, which means 
thinking afresh about value systems 
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Chair: Paul Bronkhorst 

Panel: Dr. Susan Jones, Colin Poole and Ann Whitley. 

4 pm   Tea 

4.15 pm Plenary discussion 

  Chair: Sir John Tusa 

The Chair of each Breakout Group will provide a brief 5 minute summary  of 
the issues to emerge from their panel and a discussion will follow  

5 pm  Close 

5.15 pm  Reception Hosted by the Paul Hamlyn Foundation to celebrate the life of Jane 
Attenborough 

  Location: St. Paul’s Roof Pavillion, Level 6, Royal Festival Hall 
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Appendix II: The Partners. 

New Directions: A Symposium to discuss the career progression of dancers was a 
partnership initiative of The Clore Leadership Programme, Dancers’ Career Development 
and Paul Hamlyn Foundation: 

  

 

Dance Fellows on the Clore Leadership Programme 

The Clore Leadership Programme aims to strengthen leadership across a wide range of 
cultural activities, including the visual and performing arts, digital media and film, heritage 
and museums, libraries and archives, creative industries and cultural policy. We offer 
Fellowships and Short Courses for individual leaders, and training for members of Boards of 
Directors of cultural organisations. 

Each Fellow undertakes a customised programme tailored to their needs, including 
residential leadership courses and workshops; access to a virtual learning resource; 
mentoring and coaching; an extended secondment; research and study visits; attendance at 
the Clore annual conference and other events; advice and support from the Clore team; and 
networking opportunities with a peer group of future leaders, drawn from the UK and 
internationally. 

For the last five years, the Clore Leadership Programme has offered an annual Dance 
Fellowship, funded by the Dancers Career Development and the Linbury Trust, in 
partnership with the Clore Duffield Foundation. Dance Fellowships have been offered to: Lee 
Fisher (2005/6), Sharon Watson (2006/7), Toby Norman-Wright (2007/8), Will Tuckett 
(2008/9) and Dorcas Walters (2009/10).   

Other Fellows working in dance include: Eddie Nixon (2004/5 Fellow supported by Arts 
Council England), Fearghus O’Conchuir (2005/6 Fellow supported by the Arts Council of 
Ireland, Kenneth Tharp (2005/6 Fellow supported by NESTA), Kate Scanlan (2007/8 
Fellow supported by DCMS) and Jasmine Wilson  (2009/10 Fellow supported by the 
Cultural Leadership Programme). 

The names of 2010/11 Fellows will be announced shortly, and applications for 2011/12 
Fellowships will be invited from January 2011.  For further information, visit 
www.cloreleadership.org 

The Clore Leadership Programme would like to thank all funders of its Fellowship 
Programme and the many organisations and individuals who have helped the programme as 
advisers, mentors, secondment hosts, speakers and in other ways. 
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Dancers’ Career Development (DCD) is unique in its mandate in offering a holistic and 
comprehensive range of specialist and confidential practical, psychological and financial 
retraining and career support services to all professional dancers in the United Kingdom.  

Our mission is to empower dancers in all dance forms, so that in overcoming any insecurities 
arising they are able to develop the remaining part of their career, within our outside the 
dance profession, by building on their distinctive strengths and transferable skills. 

DCD’s range of services is dancer-driven, strictly confidential and tailored to each 
individual’s needs, allowing dancers to choose the support needed for a successful transition 
and fulfilling career path. In addition to its individual dancer support system DCD runs a 
comprehensive outreach and workshop program in dance schools, companies and 
commercial productions, to encourage dancers as early as possible to expect transition 
period within and from their performing careers. 

A 2007 survey has shown that 89% of all DCD retrained dancers are currently still working in 
the profession they originally retrained for and an outstanding 95% consider that their 
retraining helped them to obtain their current career. 

Dancer’s Career Development would like to acknowledge the following for their ongoing 
support to the scheme: 

Birmingham Royal Ballet   English National Ballet 
New Adventures   Northern Ballet Theatre 
Phoenix Dance Theatre  Rambert Dance Company 
Richard Alston Dance Company  Scottish Ballet 
The Royal Ballet    British Actors Equity 
Equity Charitable Trust   Mackintosh Foundation 

 Monument Trust     Rudolf Nureyev Foundation 
Society of London Theatre   The Combined Theatrical Charities 

 
 
Dancers’ Career Development 
Plouviez House 
19-20 Hatton Place 
London EC1 8RU 
E-mail: admin@thedcd.org.uk 
T: 020 7831 1449 
Web: www.thedcd.org.uk 
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Paul Hamlyn Foundation 

18 Queen Anne’s Gate 
London SW1H 9AA 

T: 020 7227 3500 
E-mail: www.phf.org.uk 

 
Paul Hamlyn (1926–2001) was an entrepreneur, publisher and philanthropist committed to 
providing new opportunities and experiences for people, regardless of their background. In 
1987, he established the Paul Hamlyn Foundation for general charitable purposes, with a 
particular focus on children and young people and people who are disadvantaged. His 
overriding concern was to open up the arts and education to everyone. He also wanted to 
maximise opportunities for individuals and communities to realise their potential, and to 
experience and enjoy a better quality of life, now and in the future.  

The Foundation works across three UK programmes: Social Justice, Education and 
Learning, and the Arts. The Foundation also operates a programme of support for NGOs in 
India.  

Arts Programme 
The Arts programme supports the development and dissemination of new ideas to increase 
people’s experience, enjoyment and involvement in the arts, with a particular focus on young 
people. The Arts Open Grants scheme supports organisations and groups, concentrating on 
work that is transformational at three levels: for the participants, for the funded organisations 
themselves and, more generally, for the sector in which they operate. Funding is also 
provided to talented individuals through four Arts programme Special Initiatives: Artists 
Working in Participatory Settings, Awards for Artists, the Breakthrough Fund and the Jane 
Attenborough Dance in Education (JADE) Fellowship.  
 
Jane Attenborough Dance in Education (JADE) Fellowship 
The JADE Fellowship commemorates PHF’s former arts manager, Jane Attenborough, who 
died in the 2004 Asian Tsunami. It was founded on the belief that retiring professional 
dancers have valuable skills and qualities that would be of immense benefit to dance 
education. Set up to run for five years, the Fellowship was awarded to dancers approaching 
the end of their professional career and wishing to transfer their skills to dance education 
and community work. The scheme enables dance companies to provide the transitioning 
professional dancer with practical assistance, mentoring and training. 
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The Fellowships were awarded to: 

• 2009: Amy Doughty (Independent Ballet Wales) 
• 2008: Tammy Arjona (Siobhan Davies Dance Company) 
• 2007: René Pieters (Tees Valley Dance) 
• 2006: Andy Barker (Northern Ballet Theatre) 
• 2005: Simon Cooper (Rambert Dance Company) 

 
The PHF Arts programme has begun an evaluation of the scheme, which will continue until 
the end of the last Fellowship, when the learnings will be published and shared, so the whole 
dance sector can benefit from the information.  
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Appendix III: Speakers’ Biographies 

Panel 1: The role of the company in supporting the transition process 
 
Siobhan Davies (Chair) 
 
In 2000 Siobhan Davies was named one of six Creative Britons. Over a career spanning four 
decades, that creativity has always come from her belief in dance itself as a wellspring of ideas, 
movements and forms. Davies began dance classes in 1967 while at art college. Soon she joined the 
newly formed London Contemporary Dance Theatre, making her first work in 1972 and staying as a 
leading dancer and choreographer until 1987. Simultaneously, she worked in the independent sector, 
most closely with Richard Alston and Ian Spink, with whom she founded the influential company 
Second Stride in 1982. In 1987, Davies took a year’s sabbatical in America on a Fulbright Arts 
Fellowship. In 1988, she joined Rambert Dance Company as Associate Choreographer (until 1992) 
and also founded the Siobhan Davies Dance Company, the focus of her creative output ever since.  
 
Davies’s main early influence was Merce Cunningham, but in pieces such as Sphinx (1977), Plain 
Song (1981) and White Man Sleeps (1988) she sought her own creative touchstones, developing a 
detailed but direct style of moving, and experimenting with phrasing and composition. With her own 
company especially, she worked in close tandem with her dancers, and gave rein to them, her 
designers and composers to develop their own material.  
 
By 2000 Davies was ready to shift ground, and moved away from the traditional theatre circuit to allow 
the audience to see the work from new perspectives. Plants and Ghosts (2002) and Bird Song (2004) 
were made for non-proscenium stages, and In Plain Clothes (2006), was made for a studio setting.  In 
The Collection (2009) Davies became part choreographer, part curator, presenting dance as one 
“exhibit” within a visual arts setting.  
 
The RIBA award-winning Siobhan Davies Studios opened in 2006, realizing Davies’s long-standing 
goal of establishing a permanent base for her company and for other independent professional dance 
artists. Here, she has programmed interdisciplinary seminars, extended her creative and participatory 
projects and hosted exhibitions. Remaining true to her founding belief in dance itself, she continues to 
place her work as a vital force within the dance, and dance as a vital force within the arts.  
 
In summer 2009 the new online digital library www.siobhandaviesarchive.com was launched.  The 
first of its kind, the archive visually illustrates the choreographer’s practice and creative process 
through 36 key dance works.  
 
Among Davies’s numerous awards are four Digital Dance Awards, the Laurence Olivier Award for 
Outstanding Achievement in Dance (1993, 1996), the Prudential Award for the Arts (1996), South 
Bank Show Award (2000). She was named a CBE in 2002. 
 
By Sanjoy Roy.  
 
Joce Giles 
 
Joce Giles is Head of Learning and Participation at Rambert Dance Company. He trained at the Arts 
Educational Schools London and the Royal Ballet School and was a founder member of the Peter 
Schaufuss Ballet before joining Scottish Ballet, where he danced for over six years. 
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In 2004 he left Scottish Ballet to take up the role of Dance Development Officer at The Works: Dance 
and Theatre Cornwall. He joined Rambert in August 2007 and since 2009 has been supported by 
Dancers’ Career Development to study on the part-time Cultural Leadership MA at City University, 
London. 
 
David Nixon 
 
Born in Chatham, Ontario, David Nixon trained first as a dancer before moving into choreography. As 
a dancer, he worked in several companies both in America and Europe while continuing to increase 
his own choreographic output. 
 
In 1994, he became Artistic Director of BalletMet in Columbus, Ohio. Companies in Canada, the USA 
and South Africa have since staged David’s productions. He joined the Northern Ballet Theatre in 
2001 and has revitalised the Company, adding an impressive array of new works into the repertoire.  
 
In December 2009 he received an OBE for services to dance, as he has made a significant artistic 
contribution to narrative dance in the UK and has been instrumental to the continued growth and 
success of NBT. He is committed to taking the highest quality dance to audiences throughout the 
country, bringing together collaborators at the top of their field to create new ballets with exceptional 
production values.  
 
Farooq Chaudhry 
 
Farooq Chaudhry was born in Pakistan. He graduated from the London Contemporary Dance School 
in 1986. As a professional dance artist he worked in a variety of dance mediums in various European 
countries, the highlight being his time as a company member of the Belgian modern dance company 
Rosas during the mid nineties. In 1988 he received an Asian Achievement Award for his work as a 
dancer. He retired from dancing in 1999 after which he completed an MA in Arts Management from 
City University in London.  
 
As a freelance dance manager he teamed up with Akram Khan in 1999. A year later they co-founded 
the Akram Khan Dance Company. Farooq Chaudhry has played a key role in forming innovative 
business models for Akram Khan’s artistic ambitions as well as offering creative support during the 
development of Akram Khan’s projects; he is currently the company producer. He is a “project 
champion” for Arts Council England’s Cultural Leadership programme and Chair of Dance UK’s 
Board. Recently, he was selected to be a member of the Strategic Advisory Committee for Clore 
Leadership Programme. 
 
In 2008, The French Ministry of Foreign Affairs acknowledged him in a list of the world’s top hundred 
cultural actors and entrepreneurs.   
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Panel 2: The wealth of transferable skills developed as a dancer 
 
Kevin O’Hare (Chair) 
 
Kevin O’Hare is currently Administrative Director of The Royal Ballet. 
 
He was trained by Louise Browne, then at The Royal Ballet School and, through an exchange 
programme, Royal Danish Ballet. He joined SWRB in 1984 and was promoted to Principal in 1990 
(BRB). He also made numerous international guest appearances. 
  
His repertory included all the leading classical roles and works by Balanchine, Cranko, Van Manen, 
Tudor, Tharp and created many roles, working with Ashton, De Valois, MacMillan, David Bintley and 
Peter Wright, among others.  
 
He retired from dancing in 2000 to work with the RSC, training in company management. He returned 
to BRB as Company Manager in 2001 and joined The Royal Ballet as Company Manager in 2004. In 
2009 He was appointed Administrative Director of The Royal Ballet. He has been a jury member for 
several International Ballet Competitions and was on the board of Dance UK and a Governor of The 
Royal Ballet School for nine years. 
 
Dr. Scilla Dyke 
 
Described by BT Exact as an ‘alchemist’, Scilla has supported in excess of 2,300 people through 
career transition. She currently specialises in Career Development, Management and the scope and 
business of dance for the RAD - working live and virtually across 84 countries using Social Media 
technologies. Her track record comprises pioneering, managing and brokering innovative projects 
across the business, public and private sectors including launching and establishing a Home Office 
funded not-for-profit company and regeneration initiative - winning the first national Living Spaces 
Award – with the Office of the Deputy Prime Minister (OPDM). 
 
As an independent dance artist and practitioner she has worked with Dance UK, The Place Artist 
Development, The Foundation for Community Dance, NIACE, the Centre for Creative Communities 
and Arts Council England to practically support dance artists, directors, choreographers, practitioners 
and managers both in the UK and internationally. Scilla was Editor of Animated magazine; The 
Dancer’s Survival Guide; Your Body Your Risk (Female Athlete Triad); co-editor of The Dancing 
Nation and consultant editor of Strength - Broadsides from Disability.  
 
A Graduate of the Common Purpose Matrix Leadership Programme, she has served on a range of 
Boards, including the National Think Tank for the Year of the Artist, Arts Council East and as Chair of 
Artlink. Currently she is a Committee member of the Lisa Ullmann Travelling Scholarship Fund and a 
Peer Reviewer for the Economic & Social Research Council (ERSC). As one of the UK’s first Dance 
Artists in Residence (Animateur) and Founder Director of Suffolk Dance (now DanceEast) she created 
a dance ecology that nurtured artistic talent and facilitated access to dance. Scilla was awarded an 
MBE for Services to Dance and an Honorary Doctorate and Honorary Fellowship from the University 
of East Anglia. She is an Honorary Life Member of the Foundation for Community Dance and a Fellow 
of the Royal Society for the encouragement of Arts, Manufactures and Commerce. 
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Tammy Arjona 
 
Born in Australia where she began her dance training, Tammy Arjona has danced extensively in the 
UK working with choreographers including Michael Clark, Tom Sapsford, Bunty Matthias, Jeremy 
James, Fin Walker, Annie Lok, Marrisa Von Stockert, Henrietta Hale, and Wendy Houstoun before 
joining Siobhan Davies Dance in 2003. Her work with Siobhan Davies Dance has involved a greater 
creative input, helping her to develop choreographic tools and gain experience in teaching workshops 
to GCSE and A level students.  
 
She began a JADE fellowship in 2008 enabling her to acquire new skills within the dance education 
sector and experience working in a team environment with Siobhan Davies Dance Creative projects.  
The two year fellowship period has provided Tammy with opportunities to explore her own 
approaches to teaching across a broad range of ages, groups and contexts including work with 
Primary School children, babies and adult non dancers.  
 
Kate Scanlan 
 
Kate trained in dance at the University of Surrey and for the past twelve years has worked in the 
dance sector; performing, teaching, project managing and programming dance.  She has a track 
record of producing pioneering projects and curating transformative events with artists and young 
people alike.  
 
Kate was awarded the DCMS funded dance Fellowship on the Clore Leadership Programme in 2007. 
Throughout her Fellowship she focused on developing her role as a producer and making links across 
the cultural sector and beyond.  
 
She is currently General Manager (maternity cover) at Breakin’ Convention with a remit to produce 
Breakin’ Convention in London at Sadler’s Wells, a UK Tour and develop international touring and 
establishing the first UK wide network of Breakin’ Convention HUBs. She is responsible for all 
elements of the Company’s business planning.   
 
In 2007 she set up Dance360, a company focused on producing dance events and supporting artist 
development.  Dance360 produced the dance for the opening ceremony of the Tour de France, 
London 2007. 
 
Previously Kate was Director of Education at Rambert Dance Company and responsible for the 
London and national touring programme of education work and JADE a two year transition for senior 
dancer Simon Cooper.  She has also worked at Sadler’s Wells as Arts Education Animateur, at 
London Youth Dance Network as Co-ordinator and at The Cholmonedeleys and The 
Featherstonehaughs as Education Administrator and taught for organisations like Green Candle 
Dance Company, the Southbank Centre, Random Dance and alongside companies like IntroDans 
(Holland) and Dance Theatre of Harlem (USA). 
 
Kate is passionate about dance and the impact it has on the lives of young people, artists and 
audiences alike. 
www.breakinconvention.com 
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Panel 3: Moving beyond the role of the dancer 
 
Kenneth Tharp OBE 
 
Kenneth Tharp is Chief Executive of The Place, the UK’s premier centre for contemporary dance. 
 
Kenneth trained at The Place’s London Contemporary Dance School and his 25-year performing 
career included London Contemporary Dance Theatre (1981-1994) and Arc Dance Company (1994-
2005). He has also worked extensively as a choreographer, teacher and director. From 2005-2007 he 
was Lead Artist and Artistic Advisor for The Royal Ballet School’s Dance Partnership & Access 
Programme and also Assistant to the Head of Contemporary Dance at Millennium Dance 2000 until 
August 2007. He was Dancer in Residence at Queens’ College Cambridge from 1998-2006 and, with 
composer Simon Redfern, was co-director of Artyfartyarts, a multi disciplinary arts group. He 
completed a NESTA funded Fellowship on the Clore Leadership Programme before taking up his 
current role at The Place in September 2007. He is also a visiting professor at the University of 
Lincoln and on the Board of the Royal Opera House. In 2003, he was made an OBE in recognition of 
his services to dance and he was named in the 2010 Powerlist of Britain’s 100 most influential black 
people. 
 
Aletta Collins (Co-Chair) 
 
Her future work includes directing and choreographing an original stage version of The Red Balloon 
based on the book by Albert Lamorisse for ROH2 at the Linbury this April and a new production of 
Carmen for the Salzburg Festival in 2012 with the Berlin Philharmonic conducted by Simon Rattle. 
 
As a Director her work includes: 
The Girl in the Red Dress, a short film shot on 35mm written by Jill Parker starring Shirley Henderson 
which was selected for Cannes Director's Fortnight and many other festivals including Edinburgh and 
London, winning Henderson best actress at the Festival d’Angers.  
Dido and Aeneas and Les Noces for Opera North.   
Philip Pullman’s Aladdin for Bristol Old Vic for which she co-wrote the adaptation 
The Barber of Seville at the Savoy Theatre 
Bash by Neil Labute at the Citizens’ Theatre, Glasgow.  
 
As Associate Director and Choreographer her work includes: 
Branded by Simon Bent at the Old Vic; His Dark Materials by Philip Pullman/Nicholas Wright, directed 
by Nicholas Hytner, at the National Theatre; King Priam (Opera North, English National Opera and 
Flanders); Harrison Birtwistle's The Second Mrs. Kong (Glyndebourne Festival Opera); Carmen 
(Greek National Opera); La Boheme (Stuttgart). 
 
As Choreographer her work includes: 
Last year Aletta created a live dance event for 2,008 people performed in Trafalgar Square on 12th 
July 2008 as the finale of The Big Dance.  
Les Noces for the Berlin Philharmonic, conducted by Simon Rattle, Bloom for Rambert Dance 
Company, Kool Down commissioned by Somerset House, Stand By Your Man, It’s Gonna Rain and 
Shoes for London Contemporary Dance Theatre. 
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Her opera work includes the Olivier Award-winning The Tempest (Thomas Adès World Premiere for 
Royal Opera House); The Cunning Little Vixen (Bregenz Festival, San Francisco Opera); Jenufa 
(Opera North); and Samson et Dalila (Bregenz Festival, Amsterdam). 
 
Her musical theatre work includes: Jesus Christ Superstar (Lyceum), Doctor Dolittle (Apollo 
Hammersmith) and Honk! (Scarborough, Royal National Theatre and Boston USA).  
 
Her own company, Aletta Collins Dance Company, has toured extensively throughout the UK and 
abroad. ACDC also made numerous short dance films for television including The Storm 
(BBC), Alistair Fish (BBC) and The Human Voice (Channel 4). 
 
Her film work includes: Regina (Icelandic/Canadian co-production); The Man Who Knew Too Little 
starring Bill Murray (Warner Brothers).          
 
Michael Nunn and William Trevitt 
 
Michael Nunn and William Trevitt, founders of Balletboyz, have been hailed as pioneers for making 
dance accessible and reaching a wider audience through their celebrated stage and television work.   
 
They met at the Royal Ballet School in the late 1980’s and went on to dance for 12 years as leading 
dancers with the Royal Ballet, forming a lasting friendship that has taken them through a series of 
highly successful creative ventures.  They came to public prominence in 1999 with their popular 
Channel 4 documentaries Ballet Boyz and Ballet Boyz II which charted their departure from The Royal 
Ballet and their subsequent solo seasons in Japan. 
   
In 2000 they co-founded their own dance company George Piper Dances, now known as Balletboyz 
and went on to win numerous awards and nominations including the 2002 Theatrical Management 
Association Award for Outstanding Achievement in Dance for their show Critics Choice ***** and the 
2004 Laurence Olivier Award for Best New Dance Production for their commission Broken Fall.  
 
Balletboyz has established itself as one of the most cheekily original and innovative forces in modern 
dance: revolutionising traditional programming formats; commissioning new work; collaborating with a 
wide range of cutting-edge talents and building a big following through their regular television 
appearances.  
 
Nunn and Trevitt’s film company, formed in 2005, has won commissions from all the major 
broadcasters including the BBC, ITV, Channel 4 and Sky as well as working on ground breaking multi-
disciplinary digital content for The Royal Ballet, The Royal Albert Hall, Southbank Centre and 
numerous independent artists whose work is shown in galleries around the world. Their documentary 
Strictly Bolshoi won the 2008 International Emmy and the prestigious Rose D’Or for Best Arts 
Documentary.  Christmas 2009 saw the broadcast of The Royal Ballet in Cuba (More 4) and 
Balletboyz: The Rite of Spring (BBC3). 
 
2010 saw the launch of their latest venture and new show, the Talent; Balletboyz auditioned over 50 
young men aged 18 – 24 from all over the world from which Nunn and Trevitt hand picked 8 dancers 
from a variety of dance backgrounds.  
 
A life changing opportunity for many of these young men, this exciting new ongoing venture sees 
Nunn & Trevitt mentoring and coaching these exceptionally talented young dancers giving them an 



Susanne Burns, June 2010 Page 33 

 

 

invaluable professional development opportunity at an early stage in their careers.  The project has 
received funding from the Clore Duffield Foundation and The Foundation for Sport and The Arts.    
 
Sharon Watson 
 
Trained at the London School of Contemporary Dance, Sharon danced with Spiral and Extemporary 
Dance Theatre before joining Phoenix as a dancer from 1989 to 1997. Whilst there, she worked with 
choreographers such as Michael Clarke, Donald Byrd, Bebe Miller, Darshan Singh Bhuller and Phillip 
Taylor. She was also heavily involved in Phoenix’s education programmes and delivery. 
 
Sharon choreographed Never Still and Shaded Limits for Phoenix as well as creating new works for 
the Northern School of Contemporary Dance, National Youth Dance Company and Union Dance. Her 
own company ABCD was formed in 1998. Focusing largely on working with live music, ABCD has 
toured both nationally and internationally. 
 
Returning to Phoenix in 2000 as the company’s Rehearsal and Tour Director Sharon toured 
extensively in the UK and USA for 6 years. In 2006 she embarked upon a fellowship with the Clore 
Leadership Programme for which her secondment took her to the Sage Gateshead where she 
delivered a Choreographers and Composers course.  
 
Sharon was appointed as the 7th Artistic Director of Phoenix Dance Theatre in May 2009 and this year 
was named as one of the Cultural Leadership Programme’s Women to Watch, a list of 50 influential 
women working in arts and culture in the UK selected by a distinguished panel made up of figures 
from the cultural and creative industries. 
 
Toby Norman-Wright 
 
Toby started dancing at the age of six. A few years later he joined The Royal Ballet School. Toby 
joined Birmingham Royal Ballet in 1991, where he danced for 12 years as a soloist. During this time 
he also choreographed several pieces and got involved with their education work. Having completed 
an MA in multi-cultural dance and an arts management course, he left the ballet company to become 
Dance Officer for Arts Council England, East Midlands. He then went on to lead several dance 
projects for The Prince’s Trust , The Royal Ballet School, Dance For All (South Africa) and to lecture 
for Birmingham, Wolverhampton and Coventry Universities. 
 
Toby completed the specialist dance fellowship on The Clore Leadership Programme in 2008, 
including a placement as a senior intern at The Ambassador Theatre Group working on a new 
production of West Side Story along with research and a strategic action plan for Dance Consortium’s 
programming and public engagement policies. He has also graduated from Common Purpose ‘Matrix’ 
and The Windsor Leadership Programme in 2009 (two cross-sectoral leadership programmes). He is 
a fellow of the Royal Society of Arts, a board member of Dancefest and an artistic assessor for Arts 
Council England. He is currently working with DanceXchange and Youth Dance England as the Youth 
Dance Strategy Manager for the West Midlands Region. 
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Panel 4: What next? Beyond performing 
 
Paul Bronkhorst (Chair) 

Paul Bronkhorst was originally trained as a career guidance counselor at the Akademie Mens Arbeid 
in Tilburg, the Netherlands. Since 1986 he works for the Dutch Retraining Program for Professional 
Dancers and offers different types of counseling to professional dancers. The emphasis is on the 
guidance of the transition process when dancers face the end of their dancing careers. To this date 
over 350 dancers successfully transitioned with the support of the Program.  

Paul Bronkhorst has been responsible for a number of international conferences organized to serve 
the professionalism of dancers. He is founding member and current president of the International 
Organization for the Transition of Professional Dancers. He was board member of the Training Fund 
for Arts and Culture, the dance company Dance Works Rotterdam and the Health Care Foundation for 
Dancers. Currently he is board member of the Danshuis and the Stichting Imperium. 

In September 2004 he was awarded the Mirjam Bos Prize for his unique contribution to the dance in 
the Netherlands. 

Dr. Susan Jones 

Susan Jones trained initially with Ruth French and the Rambert School of Ballet and from 1972 to 
1987 worked as a soloist with The Scottish Ballet, Glasgow, under the professional name Anna 
McCartney.  Following a serious injury, and with assistance from The Dancers’ Resettlement Fund, 
she took three A levels and gained a BA Hons. Degree in English (first class) at St Hilda’s College, 
Oxford in 1991. 

In 1996 she was awarded a doctorate in English from Oxford University. After teaching at universities 
in England and Ireland she was appointed Fellow of St Hilda’s and university lecturer at Oxford in 
English in 1999. She has published Conrad and Women with Oxford University Press and numerous 
articles on Conrad, modernism, and latterly, on dance and its relationship to literature.  She won a 
Leverhulme Major Research Fellowship 2007-09 to write a book on Literary Modernism and Dance, 
which is forthcoming with Oxford University Press.  She is External Examiner for the BA degree in 
Dance at the Rambert School of Ballet and Contemporary Dance. 

Colin Poole 

Born in London and trained at the Laban Centre, Alvin Ailey and Central School of Ballet, Colin 
worked with many of England’s leading dance companies and choreographers notably Phoenix and 
Rambert Dance (1989-94) as well as freelancing with numerous British independent companies and 
choreographers.  

In 1996, Colin was selected for CDP3 at Chisenhale Dance Space where he launched himself as a 
choreographer with his intimate duet, Symbiosis and was subsequently commissioned to create 
Mothertongue (1997). From 1997 to 2001 Colin took up residency at The Place, GDA and the Royal 
Opera House and received numerous commissions to create and present works including the Work 
(1998), Saturn (1999), Bad Faith (2000), Nobodies Perfect (2001), Cool Memories (2001) and his solo 
The box office (2003).  

In 2007 Colin was commissioned to create his solo Joyride which was presented as part of the first 
Touch Wood season at the Place. In 2008 he was subsequently commissioned for the Place Prize to 
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create his solo Snap.  In 2009 he collaborated with New Zealand dance artist Simon Ellis to create 
and present Colin, Simon and I at the Place Touch Wood season.  

In 2009 he was also commissioned to make 4s:Kin an all male quintet for State of Emergency. He 
received an award from the British Council and the Place to spend a week researching with Jasmeen 
Godder in Jaffa Israel. Colin also created Creep for 11 graduate students at the Place, Crush  
Chichester’s postgraduate company Mapdance, and commenced work on No...No.. (premiere May 
2010) for Laban’s postgraduate dance company Transitions. He also directed Weave (2010) an 
intergenerational film for East London Dance. 

In 2005 Colin received support from Dancers Career Development fund to qualify as a Feldenkrais 
practitioner in 2009 and for his Masters degree in Dance and Somatic Wellbeing at University of 
Lancashire. He continues to perform his own work at home and abroad alongside residencies, master 
classes, workshops and mentoring programs.  

Ann Whitley 

Ann’s career as a dancer was cut short by an injury. Wanting to remain active in the dancer 
profession, she studied movement notation at The Benesh Institute where she qualified as a 
choreologist and was later awarded a Fellowship for services to the profession. 

She joined Rambert Dance Company as its first choreologist, later becoming director of the Rambert 
Dance Unit, the company’s touring educational group. 

From 1977 as a freelance choreologist and rehearsal director, she specialised in the notation and 
reconstruction of choreography for singers, actors and dancers in opera productions, many at Covent 
Garden. She worked internationally with many choreographers and companies and, on their behalf, 
restaged a wide variety of choreography in dancer and opera productions across three continents. 
This includes 40 opera revivals at Covent Garden. 

Ann worked in dance teaching and administration. In 1989 she wrote A Handbook for Choreography, 
followed in 1995 by Look Before You Leap: an Advice and rights Guide for Choreographers, both 
published by Dance UK under the direction of Jane Attenborough. 

In 1999 she moved to the Yorkshire Dales to begin working as a professional dry stone waller. She 
works outdoors throughout the year and accepts restaging engagements from time to time. 
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Appendix IV: Case Studies 

 

Andy Barker 

Profile:  

Andy Barker trained as a dancer at the Hammond School. His professional performing career started 
at the European Ballet Company, where he worked his way up to Principal Dancer. In 2003, Andy 
joined the Northern Ballet Theatre (NBT) as a member of the corps de ballet. Part of Andy’s role at 
NBT was to support the Company’s community work, an area of activity that he found particularly 
interesting and rewarding.   

The Transition:  

Andy didn’t have any firm plans for his future, so when David Nixon, NBT’s Artistic Director, 
approached him with the suggestion of applying for a Jade Fellowship, Andy enthusiastically took up 
the offer. Although still passionate about performing, Andy didn’t think his performing career would 
develop much further. The JADE fellowship was an opportunity to develop his career within the dance 
profession.  

During the first year of his fellowship, Andy assisted in participatory sessions led by NBT and 
contributed to planning and developing summer school projects. By the end of the first year, Andy 
was leading sessions independently. As the fellowship continued, Andy undertook placements with 
other organisations and worked with other departments within NBT to gain greater understanding and 
skill in arts administration. Andy had the opportunity to work with and learn from many practitioners 
and managers, however, it was David Nixon, Wieke Eringa and Selina McGonagle who offered him 
the greatest support throughout his Fellowship.  

Taking part in the JADE Fellowship gave Andy direction both professionally and personally. He 
learned that he had an aptitude for teaching and was encouraged to develop his knowledge and skills 
by working in different contexts. The JADE Fellowship offered Andy the opportunity to make mistakes 
as he developed as a teacher. For instance, he tried working with students with physical disabilities, 
young offenders and with different age groups but found that he wasn’t comfortable working in all of 
these settings.  

Learning from the process:  

The Fellowship posed the greatest personal challenges for Andy around the mid-way mark. He 
started to question whether it was the right time for him to be making a transition away from a 
performing career, the goal he had worked towards throughout his training. Without yet having the 
proficiency to lead and direct education projects, he felt unfulfilled, and missed the satisfaction and 
reward gained from performing. This changed through a process that he described as ‘growing up’. 
Andy was forced to work independently during his JADE Fellowship, which introduced a more pro-
active learning style that he believes has brought about significant personal growth. Andy feels that he 
is now more accepting of change; he is more open-minded, adventurous and embracing of learning 
opportunities, which has helped him to continue developing and refining his new career path.  

Andy currently teaches ballet and offers physical rehabilitation to injured students at a vocational 
training college. He is a certified personal trainer, Pilates teacher and masseuse. Andy feels that his 
dance training supports his current work because he is in good physical condition and is a responsive 
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communicator – a skill enhanced through performing. Andy continues to build and refine his career 
and is currently considering further training as a physiotherapist. He feels that the most pertinent 
lesson he learned during his transition period is never to turn down opportunities, and this lesson 
continues to support his career development today. 
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Stephen Berkeley-White 

  

Profile:  

Stephen Berkeley-White started training at Thamesdown Dance School and went on to Rambert 
Ballet School. In his final year he worked with Lloyd Newson at ENO then joined Diversions Dance Co 
after graduation. He then went on to join Random Dance Co. for 2 years before becoming a regular 
member of Mark Bruce Dance Co. In 1997 he joined Matthew Bourne’s Swan Lake at the Piccadilly 
Theatre and was also in the original cast of Carman in 2000. Other companies include David 
Massingham Dance, Red Rain, V-Tol and Christopher Bruce at the National Theatre. 

The Transition:  

Whilst working in a West End musical I began to think seriously about extending my interest as a 
photographer as a possible career change. The money earned doing the musical allowed me to buy 
some equipment and attend two short courses; but by the end of the contract I decided to step away 
from dance and formally train as a photographer. I approached DCD initially for help financing a short 
advanced course and a new camera. The support allowed me to build a decent portfolio that I could 
use to approach London College of Printing for a yearlong intensive course. This meant approaching 
DCD again, though I didn’t expect to be awarded further funds after receiving an award already. 
However, DCD could see the need for a progression and understood that a year of formal training 
would be essential for me to enter a difficult profession that’s flooded with hobbyists and enthusiasts.  
After the course I was lucky enough to find steady work with a London studio, working mainly in 
architecture and interiors photography while developing my own work on the side. As I was still a 
freelancer I was able to stay connected to the dance world with the occasional short-term job, but in 
reality had become a studio photographer more or less full time.  As the recession hit the studio ran 
out of work for me and I made the transition to an independent freelancer. I found help with DCD one 
more time by asking for help with small business start up costs. I was able to launch a website, print a 
new portfolio and buy business cards with the help they gave me. Although the timing is tricky due to 
the enduring recession, I’m able to work as a photographer specialising in portraiture, dance, music 
and fashion. 

Learning from the process:  

I learned that you don’t have to bring your dance career to an end to consider learning a new skill or 
trade. There are many things that can be done as a supplement to a dance career or as an 
enhancement to it. Also, for dancers who are independent from companies who pay into the DCD 
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scheme there is a continued interest and support in your development. It isn’t just a case of getting 
some money and being left to get on with it. There is always someone at DCD to help with decision 
making, networking or advice. 
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Simon Cooper 

 

Profile:  

Simon Cooper trained as a professional dancer at the Arts Educational School and the Royal Ballet 
Upper School. After dancing with the English National Ballet, Simon joined Rambert Dance Company 
in 1994. He performed as the Swan in Matthew Bourne's Swan Lake at the Piccadilly Theatre in 1997. 
After touring with Swan Lake in 1999, Simon rejoined Rambert in 2000. He performed Les Liaisons 
Dangereuses with Adam Cooper Productions at the beginning of 2005. 

The Transition:  

The physical demands of a professional performing career, over familiarity with repertoire, and long-
term health issues were key factors in instigating the process of transition away from a professional 
performing career for Simon.  As with many people, Simon didn’t have a plan for his future. He 
recognised that different career options existed within the dance profession, but didn’t know about 
progression routes, or how to gain the skills and experience required to pursue these options. It 
seemed easier to follow careers outside of dance than to develop the necessary skills to become a 
teacher or a rehearsal director.  

Simon was approached by Rambert Dance Company about applying for a JADE fellowship. The 
JADE programme offered Simon a bespoke training programme that developed his skill set and 
broadened his horizons.  The programme also allowed Simon to develop practical skill in ITC, 
administration and networking, which have been valuable in his new role. He was introduced to 
teaching and was able to shadow and be mentored by dance practitioners. During this process, 
Simon learned a great deal about his strengths and weaknesses and about his working preferences. 
He decided that teaching in community settings wasn’t his niche but that he wanted to focus on 
working with professional dancers in a role that was movement oriented. The process of exploring 
different career options, learning about himself and the contexts in which he was most comfortable 
working, allowed Simon to find his future direction. 

Learning from the process: 

Simon believes that the JADE Fellowship has allowed to him to become more effective in the way he 
works, especially when working with people. He has developed a more realistic perception of himself 
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and greater knowledge of his preferred working style. Simon learned that there isn’t a model 
‘education’ person or a model ‘rehearsal director’; it is possible to approach any role in your own way. 
Simon learned that there are many different ways of achieving good results, which has empowered 
him in his new job.  
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Amy Doughty 

 

Profile:  

Amy trained as a dancer in Australia and gained a Diploma in Dance before coming to London to take 
part in the Adeline Genée competition in 1995. She started working for Independent Ballet Wales in 
1996 and worked her way up to Principal dancer and then to Ballet Mistress by 2001, which marked 
the start of Amy’s teaching career. In 2003, Amy started to support the Company’s community work 
by taking part in team teaching exercises. She continued to develop her teaching skills and gain 
experience within the company, and by 2007 she was leading workshops on her own. In 2008, Amy 
was awarded a career development grant from the Welsh Arts Council and returned to Australia to 
explore career opportunities in teaching and choreography. 

The Transition:  

Amy was ready to end her performing career but wasn’t sure what she wanted to do next. She 
explored options available in Australia before returning to the UK to take up a new role with 
Independent Ballet Wales in 2009 that involved developing the Company’s education programme 
alongside the role of Rehearsal Director. Later that year, Amy, with the support of her company, 
applied for a JADE Fellowship. Amy saw this opportunity as the chance to focus on education and 
community work. 

As Amy already had some teaching experience, she was keen to learn how to work with a broader 
range of people, particularly amateur groups with no dance vocabulary. Amy learned about how to 
devise lesson plans, plan and deliver projects and how to adapt her plans for different groups. Amy 
focused on working with the elderly and with people with physical disabilities and enjoyed developing 
her knowledge of anatomy to support this work. Amy also learned about project management, 
evaluation, marketing and health and safety as part of her Jade Fellowship.  

Learning from the process:  

Amy learned that her performing experience makes her a different teacher from one who has 
specialised in teaching from the outset. Amy’s classes focus on performance quality and the 
interpretation of material, areas to which she feels she can bring a unique understanding.  Amy also 
feels that her passion for ballet allows her to transcend barriers that many people feel when 
introduced to the art form. She feels that her experience and knowledge place her in an ideal position 
to introduce ballet to new audiences.   The JADE Fellowship gave Amy the opportunity to develop 
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greater understanding, specific skills and a broader range of experience that has enabled her to do 
deliver ballet-based teaching in the community. 
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Eddie Nixon 

Profile: 

Eddie began dancing at Swindon Dance. He gained a degree in chemistry before studying for a BA 
(Hons) and MA at London Contemporary Dance School. He worked as a dancer for a range of 
companies including New Adventures, The Featherstonehaughs, Protein Dance, DV8 Physical 
Theatre, Rosemary Lee and Aletta Collins. He also taught classes and workshops at many schools 
and colleges throughout the UK. In 2004 Eddie was awarded a Fellowship from The Clore Leadership 
Programme and began working at The Place as Associate Director in 2006. He became the Director 
of Theatre and Artist Development in May 2009. 

The Transition: 

I think the beginning of my story is a routine one. I was having a great career as a freelance dancer 
but in my mid/thirties, after twelve years of touring, I realised I needed other things in life and work. I 
wanted a family and I wanted to challenge myself in new ways. I was also never a natural athlete and 
I knew that it was going to get harder and harder form y physically. I did a bit of soul searching and 
came to the conclusion that I wanted to stay close to the theatre and to dance because there is 
something in the rhythm of putting work in a stage that I find so satisfying. Then a few things 
happened. I found myself taking on some bits of project management work. I enjoyed it. I went to see 
Dancers’ Career Development and began to see a new career in arts management as a real 
possibility. Then I saw and advert in the Guardian for the Clore Leadership Programme. 

I took two years to complete my fellowship. I carried on dancing at the same time and for me this felt 
important – withdrawing slowly from one career whilst gradually building another. 

It was difficult trying to learn new things of context. I didn’t have an organisation in which to practise 
my fledgling leadership skills. But I also gained confidence. Most of the people I studied with were 
already quite high flying cultural leaders yet they gave my opinions and ideas value. I wasn’t –just a 
dancer-. So much of good leadership is about interpersonal skills and self/reflection and being a 
dancer is a pretty good training for that. 

In late 2005, the job of Associate Director came up at The Place. They took a big risk on me – I had 
fairly limited management experience and suddenly I was leading a big team with a chunky budget. 
But I worked for a brave Director and in an organisation with lots of safety nets and I have been 
allowed to risk and fail without the consequences being too onerous. 

In 2009, when my boss retired, I was appointed Director of Theatre at The Place. 

Learning from the process: 

I have learnt that making good, genuine connection is the key to so many things. Listen, talk, build a 
working friendship and doors will open. I also think that as a dancer your status in the theatre of 
company is often quite low and this can make you reluctant to speak up. Keeping quiet is seen as a 
good thing. In the bigger world there are no prizes for being shy and this is something I had to learn 
very fast. 

When you are trying to learn a new bit of choreography you can watch the video or watch other 
people for as long as you like but you are never going to get it until you start moving yourself. I have 
learnt that this applies to work outside the studio too –you just have to jump in and find our what you 
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don-t know. This is probably something obvious to many people but for me it has been a pleasant 
surprise. 

For all the training and support I have received as I made my transition the best learning has been 
from just taking a deep breath and diving in to new things. I had become good at being a dancer. I 
needed to risk not being good at something for a bit so that I could grow a different future.  
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Fearghus Ó Conchúir  

Profile: 

Fearghus Ó Conchúir is an independent choreographer and dance artist. Brought up in Ireland, 
he completed degrees in English and European Literature at Magdalen College Oxford before training 
at London Contemporary Dance School.   He has danced for many companies, including Adventures 
in Motion Pictures, Claire Russ Ensemble, David Massingham Dance, Liz Lea Dance and Arc Dance 
Company, where he was assistant to the choreographer.  

His recent work has investigated the relationship between bodies and buildings in the context of urban 
regeneration in Europe, the USA and China. In 2009, he created a site-specific performance 
installation for an empty military tower in Dublin and he performed Dialogue in Beijing and at the 
Edinburgh Fringe Festival. Additionally, he presented Pick’n’Mix, a day of dance in an empty 
Woolworths in East London. So far in 2010, he has presented work in New York, toured Ireland and 
premiering in May a dance film on RTÉ, the Irish national TV station.  He is currently performing in 
Shanghai. 

www.bodiesandbuldings.blogspot.com 

The Transition: 

In 2005 I applied to and was accepted on the Clore Leadership Programme.  Up until that point I had 
been a busy freelancer, combining performing, teaching and choreography in an attempt to maintain a 
viable career.  Nevertheless, I wasn’t satisfied and that dissatisfaction made me doubt that I should 
continue to be an artist.  In retrospect I can see that, as a freelancer, I made a virtue out of my ability 
to respond to opportunities. In doing so, however, I followed agendas that other people set rather than 
leading the developments that I wanted to make. 

I began the Clore Leadership Programme anxious that this was the moment when I was supposed to 
make the Transition. I has already made a transition when I deviated from a career in academia to 
start dance training at 23.  With Clore, I imagined that becoming a leader would require me to stop 
being an artist and start being a manager…It didn’t. 

In addition to practical leadership, in areas such as strategic planning, financial modelling and 
communications, the CLP invited us to take time to reflect on our individual values and motivations 
and to understand those values as the source of our individual leadership style.   

The more opportunities I had to think about what motivated me, the more I confirmed a commitment to 
my own artistic practice.  What Clore provided me was time to look up from the daily preoccupations 
of that practice and to see the context in which I was working. It helped me to understand the issues 
affecting not just dance but the wider cultural sector and to see the development of that cultural sector 
as part of a bigger socio-political narrative.  Understanding that bigger context has helped me to find 
my place in it and the CLP has given me the courage to take that place.  In practice this has meant 
placing a duet for two men on the pitch of Croke Park, Ireland’s iconic stadium for national games, or 
making a new film that locates a solo male dancer in an Irish Catholic church.   It allowed me to see 
the potential of an empty Woolworths in Leytonstone to be a place where residents of Waltham Forest 
could see up close the work of the acclaimed choreographers who live in the borough but never 
perform there.   
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Somewhat unexpectedly, the CLP has strengthened my artistic development but by exposing me to a 
wider context for that artistic development and by helping me to understand the functions and 
priorities of administrative or executive leadership, it has equipped me with a language that helps me 
make connections between the artistic and the executive arenas. I work with a number of 
organisations as a board director and I use the artistic projects I engage in as way to encourage such 
organisations to work in new ways and build new partnerships. In a way, it’s a kind of choreography. 

Learning from the process:  

I expected that the Clore Leadership Programme would be a transition for me, a movement away from 
what I had been doing and who I was to something different.  Instead, the programme encouraged me 
to look at what I had been doing, to understand what motivated me, to think about what was getting in 
my way and, most importantly, to reflect on how what I wanted to achieve fitted in to a bigger picture 
of how I wanted to see the world.  Whether one stops dancing or not, the challenge for all of us is to 
figure out what we want to do in the world, what we learn and what we can contribute.  Figuring that 
out will provide a guide for whatever decisions we subsequently make.  
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Colin Poole 

 

Profile:  

Colin Poole trained at Laban center for movement and dance before embarking on a professional 
performing career which included Phoenix and Rambert dance companies. He turned to 
choreography in 1996 and took up artistic residencies at the Place, GDA and Royal Opera House. He 
has received numerous commissions to create original works for his own independent projects as well 
as commissions for other companies. He has toured nationally and internationally and continues to 
make work.  

The Transition:  

In 2005 Colin received an award from Dancers Career Development fund to pursue a training in the 
Feldenkrais Method in Cheimsee Germany as well as a Masters degree in dance and Somatic 
education at University of Lancashire.  

Colin felt a strong calling to take up the Feldenkrais training after participating in research projects 
focused on the relationship between the Feldenkrais method, performance and dance making. He 
was struck by his reconnection with the joy of movement and motivated by the endless creative 
approaches it provided for learning. 

Through Feldenkais’ Awareness through Movement classes Colin attained a valuable educational tool 
for organising accessible steps for beginners to dance. This has proved a valuable asset and opened 
doors into higher education. Through Feldenkrais’ hands on Functional Integration sessions Colin has 
been able to hone his skills as a practitioner providing learning through touch.  

The training has also enhanced Colin’s artistic sensibilities providing more awareness of choice and 
sharper decision making skills during the process of dancing making. He has also made a transition 
towards dancing and dance making with more ease and has discovered a more sustainable and 
healthy relationship with life in general. 

The opportunity to study at Master’s degree level has given Colin more access into employment in 
higher education and consolidated his passion for Contemporary Dance, Martial Arts and health with 
academic recognition. 

Learning from the process:  

What I’ve most learned from this opportunity is the importance of listening within and acknowledging 
the role of intuition regarding taking the next developmental step. It was difficult to accept my 
transition as I faced unease with a loss of youthful optimism in dance and a struggle finding a new 
identiy as a choreographer. This opened up a painful gap which I was at a loss to fill. I found Linda at 
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DCD to be an empathetic companion in this period of soul searching which lasted over 5 years. I was 
thankful that she listened encouragingly to all my wild ideas whilst reserving full commitment until I 
found that ‘aha’ moment. I would say to any person facing a difficult transition that I found the staff at 
DCD very understanding, approachable and insightful: I couldn’t have made this step without them. 
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Jean-Marc Puissant 

 

Profile:  

Based in London, he designs sets and costumes for opera, theatre and dance across the UK, Europe 
and the United States, at the Edinburgh and Athens International Festivals and the Venice Biennale. 
He was asked to give talks about his work at the Victoria & Albert and Guggenheim museums. Jean-
Marc is a member of the Board of Directors of Dance Umbrella Ltd 

Credits include: Jewels (2007 Olivier Award - Best New Dance Production; South Bank Show Award 
nomination); Tryst  and DGV (Olivier Award nominations), DGV (co-winner South Bank Show Award); 
Electronic Counterpoint  (Critics’ Circle Award). Nopalitos  (co-winner Critics’ Circle Award); A night at 
the Chinese Opera (TMA Award nomination). 

Future commissions include AIDA (The Royal Opera), Madama Butterfly (Santa Fe Opera), Lux 
(Geneva’s Grand Theatre),  Film Noir (Nationaltheater Mannheim) and God’s Garden (Linbury Studio, 
ROH).  

Jean-Marc trained at Motley Theatre Design Course and studied Art History at La Sorbonne. He 
previously trained as a dancer at Paris Opera Ballet School. He joined BRB and Stuttgart Ballet, 
dancing classical and modern repertoires. 

The Transition:  

I retrained as a theatre designer in 1998. The reason for stopping dancing was a combination of 
having done what I wanted to do as a dancer, a long break due to a knee injury and a change of 
artistic management in the company where I was employed. 

I had several ideas of what to do next, becoming a publisher, a cultural attaché, teaching Girotonic 
Expansion or becoming a theatre designer. I chose theatre design as it became clear to me that I’d 
like to reinvest my knowledge and experience in theatre and the performing arts. 

Linda Yates and DCD helped me to identify the need and plan the immediate logistic of such 
transition. Thanks to bursary from DCD, I was able to accept a place at Motley Theatre Design 
Course in London and complete the course successfully. Once I became a professional designer, 
while my income was not allowing me to invest in the equipment needed to develop my career, the 
DCD helped me again with an Award to buy computing equipment. 

Learning from the process:  
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I learned that it is essential to combine the necessary risk-taking with an objective, realistic plan of 
action. It was very important for me to share the scepticism I had regarding my ability to successfully 
learn new skills and develop a career I could live from. It was also very important to feel that my case 
was not isolated and needing help was not proof of failure. DCD showed me this transition was 
necessary, expected and asking for help encouraged. 
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Dorcas Walters 

Profile: 

Dorcas trained at Elmhurst Ballet School, Merle Park’s Ballet School, and the Royal Ballet Lower & 
Upper Schools, joining Sadler’s Wells Royal Ballet in 1986 and in 1990 she moved with the company 
to their new home in Birmingham. 

Dorcas became principal in 1997 and has danced leading roles in many of the classics, as well as 
ballets by Ashton, Macmillan, Bintley, Twyla Tharp and Paul Taylor. She also created roles for 
Stanton Welch, Oliver Hindle and David Bintley. 

In 200 Dorcas completed the Dancers Degree course graduating with an MA from Birmingham 
University. 

Since finishing with BRB Dorcas has started and run two businesses from home and trained as a 
Gyrotonic instructor and in 2009 started a Clore Fellowship (which she is still completing). 

The Transition: 

I left Birmingham Royal Ballet about nine months after having my first child and four months after 
returning from maternity leave, about a year earlier than I had planned. This meant that I was not 
prepared either mentally or financially. 

I knew that I qualified for a full DCD grant to pay for retraining but was still not sure what I really 
wanted to do next and was wary of wasting it on the wrong choice of training. But because we could 
not afford for me not to work, I decided to look for a way to earn money working from home and 
started a local business magazine. 

As far as support goes, I felt I did not really have the support I needed at a traumatic time. I didn’t 
apply for DCD re-training money straight away and therefore didn’t have conversations with them at 
that point. I didn’t get the support that I fell I needed from the company where as the main support 
came from my family. 

I ran the magazine from home for two years, and then sold it and bought a franchise for an online 
business directory. Running the businesses taught me a whole range of new skills but eventually 
began to realise that I missed doing work that I was really committed to and that my main passion was 
still dance. I first trained as Gyrotonic instructor but eventually in 2009 after conversations with friends 
and family, I applied for the Clore Fellowship because I wanted to explore how I could use my dance 
experience and knowledge along with the business experience I have gained to work in the 
dance/arts world.  

Learning from the process: 

I think many dancers would benefit from some thinking after stopping dancing but it needs time to 
plan for that financially. 

If the end of a career is sudden or traumatic I think coaching/counselling should be a priority but 
actually I would recommend all dancers to seek personal coaching prior to retirement to help them 
work out what they want to do next before jumping into any decisions about training. There is often an 
immediate desire to get away from the progression and at the same time a fear of leaving it so it is 
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important to have a process that allows you to evaluate and let go of one career before starting 
another. 

Many dancers are also unsure about what their abilities are outside dance and how the skills they 
have can transfer, so some help with this along with chances to train while dancing, and 
shadowing/placement opportunities would be very valuable.  
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Appendix V: Delegates’ List 

 

Tammy Arjona Julia Mirkin 
Rachel Attfield Isabel Mortimer 
Vicky Bloor Etta Murfitt 
Mayuri Boonham Pary Nadery 
Paul Bronkhorst Colin Nears 
Susanne Burns David Nixon 
Fiona Cameron Eddie Nixon 
Jessica Carter Toby Norman-Wright 
Farooq Chaudhry Christopher Nourse 
Clemmie Clow Michael Nunn 
Jessica Cohen  Kevin O'Hare 
Aletta Collins Keyna Paul 
Lisa Craddock Philip Philipose 
Jennifer Curry Colin Poole 
Siobhan Davies Derek Purnell 
Amy Doughty Paul Reeve 
Dame Vivien Duffield  Eleasah Roberts 
Scilla Dyke Kate Scanlan 
Hubert Essakow Jeanette Siddall 
Pauline Etim-Ubah Prue Skene 
Lorena Fernandez Ann Somerset 
Jan Francis Jo Stendall 
Joce Giles Kenneth Tharp 
Cherry Gillespie Lisa Thomas 
Betsy Gregory Clare Thurman 
Sue Hoyle Sir John Tusa 
Susan Jones William Trevitt 
Mira Kaushik Dorcas Walters 
Simon Lacy Sharon Watson 
Bode Lawal Kerry Whelan 
Philip Lawford Ann Whitley 
Helen Laws Sean Williams 
Paul Liburd Peter Wilson 
Ken Marchant Renaud Wiser 
Eva Martinez Linda Yates 
Pauline Mayers  
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