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Independent Dance Review
SUMMARY

The independent Dance sector is the en:gin:e" of new work within Dance. At a

conservative estimate there were about 280'new pieces made with subsidy to this
sector from the English Funding System in 1997/8: This field of energy and
commitment is the seedbed of experimentation with new forms, new ianguages, new
genres, new contexts in which to meet the public, new collaborations across artforms
and new ways of confronting contemporary issues and reinventing tradition. Whiist a
continually growing number of young artists try and enter the profession it also
boasts a generation of mature and highly respected artists who are celebrating 20-30
years of making, performing, facilitating and teaching. British work is acclaimed and
in demand overseas and Independent choreographers are increasingly being
recruited to work for leading national Opera and Drama companies.

There is a creative buoyancy and artistic confidence to much work presently being
produced, to the extent that one leading promoter admitted having difficuity selecting
a foreign season of work because much of it did not match up to the home product.
The breadth of genre and artistic concern reflected in the sector results in an
extraordinary diversity of work for the public to choose from all round the country and
in spaces ranging from small arts centres, to large theatres, from beaches, to empty
buildings, from shopping malls to railway stations as well as on film, computer and
the Internet.

However, the sector is in very imminent crisis. This creative confidence is belied by
an extreme financial fragility especially in terms of the individual artists involved in the
making of the work. The national funding system sustains directly only about 34
Independent artists year round - 14 of these dancers and 15 artistic
directors/choreographers. The financial underpinning for the working process itself is
weak - a mere 11% of the total Dance budget in 97/8 went directiy to the support of
companies and artists for production and research, and this figure has declined in
real terms has in the last 5 years.

There is a log-jam at all levels of the present Independent sector, with artists unable
to develop further, frightened for their security from one year to the next and aware of
others coming up behind. This has created a climate of suspicion, competition, and
frustration amongst artists and has left funders in the impossible situation of trying to
make rational decisions based on criteria and judgements of ‘quality’. Advisers
across the funding system acknowledge that decision making for Independent Dance
has become a negative debate about what can be turned down, rather than a
positive process to decide what merits support.

Artists have proved resourceful in their pursuit of new opportunities and in their
adaptation to the changing cultural and economic climate, piecing together a
freelance living, part of it frequently outside the arts altogether, in order to subsidise
their creative work, begging favours for the use of space and personnel, not having
money to put by for their future, for health treatments, or to incur any ongoing
financiai commitments.

The Dance Department and Panel have sought to respond to the burgeoning of this
sector by making the case for additional funding - for example to establish the NDAs
and more recently the London Dance Network - and by prioritising the enhancement
of the portfolio of regularly funded organisations.




The emphasis in Stepping Forward Graham Devlin’s report for the Dance Panel of
1989 was on the development of infrastructure and led to the establrshment of the
National Dance Agencies. The existence of a

very well-developed infrastructure would give the lndependent Dance sector greater
access to other sources of money and resources and this should remain a long-term
aim. In the short and medium term, however, the support systems cannot be
fostered at the expense of the llvelrhood of artists and the development of their work.
This review therefore attempts to redress the previous emphasis on infrastructural
support to one that addresses the needs of artists and the artform in the belief that
investment in people and the development of excellent work willlead to i rncreases in
audiences in the long term

The Dance Department and Panel in commrssromng this review, acknowledge that
the current situation cannot be allowed to continue. Professionals from across the
sector have responded positively and generausly to this opportunity to have their
voice heard. There is a widespread agreement not only that the time is right to

" respond boldly and-with vision to the potentral of lndependent Dance - to putitona

firm footing from which it can develop over the next ten years - but also that rf this
opportunity is lost the implications are dire. :

The climate at ACE into which this review is delrvered is one of rapid change and
uncertainty, but a time of change is a time of opportunrty It is vital that the Dance
Panel and Department seize this opportunity to review the balance of funding wrthln
its whole portfdlio and argue the-case for putting substantial funding behrnd rts ‘

-‘prevrous rndrcatrons of support for the artrstro work of thrs sector

kkkhkhkkkkhkkk

The views and ideas expressed in this report were anived at through extensive =’
consultation with the Independent Dance Sector. iir some instances the report flags
up well-womn issues and arguments because action is still required in these areas. |
For example the physical conditions in- ‘which Independent Artists work are often drre;
Although this concern has been raised many times in the past; it is stilt 3 pressing
issue and to overlook it because it is not new would have been unhelpful.

At the same time as arguing the case for increased resources the report highlights
the need for some radical shifts in thought and perception:

e The need to recognise that the essential resource for all dance artists is space

» The need for artists to move from a sense of over-dependence on the funding
system to a relationship based on self-confidence and artistic independence

e The need to embrace a greater flexibility within the funding system in response
to artistic need and a greater fluidity of movement between categories of
funding as well as in and out of the system

» The need for the funding system to move away from its paternalistic
relationship with artists to one that is based/on the notion of equality and mutual
respect /

e The need to acknowledge that many artists are committed to a lifelong career in
the Independent Dance sector and this must be financially viable

e The need to dismantle the many hierarchies which exist within the sector and to
move towards an approach that values diversity and the contribution that each
~__Individual makes to the wider picture and the development of the artform

“" ' The need for funders to recognise the value of many different kinds of artistic

contribution and resist an approaoh Wthh forces artists to conform to an

o lnapproprlately ngld Set Of parameters _~ Feeoer

o Theneedto move away from the lrmrted makrng and tounng approach to the
creation of work and recognise the fact that much dance work is approached in
ways that are more akin to composnng, writing or palntrng

- . The need to move away from the assessment of a company S worth as
. .-}dependent upon the sheer number of tounng dates it is able to. accumulate

The need to move away from a narrow notton of tounng to a broader conoept of
.- the distribution of work freerng artrsts and promoters to develop |mag|natrve
new approaches : : -

A Key Recommendatrons

. A
,‘ . .

The report contarns a. mynad of suggestrons and reoommendatrons whrch grow
organically as the arguments are developed.. To remove them from their context and
list them separately would be oonfusrng lnstead they are highlighted in the text in
bold print.

The major recommendations of.the report are contained in the New Model and
Other Key Areas for Development sectrons (Pages 64-73) Lo

As rmportant as the reoommendatrons themselves are the shrfts in *h.nkrng ’ o
underlyrng them and- these are summarised. above T VAL S S A
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Independent Dance Review Report
By Gill Clarke and Rachel Glbson

“In civilised countries bridges are. //ttered about the /andscape in generous
numbers and in a rich.variety. They provide a very interesting display of .
different structural pnnc:p/es With most other artefacts the vital structure is
hidden away behind panelllng or insulation or wiring or gadgets of one kind or
another and js not easily seen or. /nfenred One virtue of bridges is that the.
st/ucture and the way in wh/ch it works are c/ear for all to see. :

In primitive countries suspension bridges of various sorts were fairly oommon.
These were made from rope or other kinds of vegstable fibre. However, .
although rope is a strong and re//able material for carrying tension when it is
new; ropes:made from plant fi bres detenorate falny quickly in the open and.
become undependable Fora permanent suspensron bndge cab/es of iron or
steel are necessafy - . , . :

Stmctures or}Why‘ Things Donf Fall Downby!E Gordon N | |

lntroductidn :’:'}_ o
1. The Shorter Oxford Engllsh chtlonary deﬁnes Independent as: A

Not dependlng on the author'ty of another not |n posltlon of subord'natlon “
self-governlnq, free . e . o .

.« Not contmgent on or condltloned by anythlnq else not depenqu on the
e\dstenoe or. actlon of another : Pl e

Not dependent on another for supplles to earns one’ s llvmg

¢ Not influenced or blased by the oplnlon of others thlnklng or actlng for ’
oneself rafusmg te be undel obllgatlon to ofhere' ST G

) (Ma‘hs) no‘ depen'lent on another for its value B O R N

2. lt feels dlsempowered and ina. pusxtlon lot subordmatlorl tc the funuers *lts
~nzwork and thinking condit loned by funding structures and:reliant on therrrfor
~lt° existence :and livelihood: % is highly influencad by the opinion of =:
fundors {co often looking to them as its primary aJdlence and dependent ,
upon them for its value and self-esteem.- S omoelt gy

3. Thls heavy dependence on the fundlng system has resulted ln a number of
confusions and contradictions that must be resolved if the artlstlc work of
.ithe sector.is to. develop and-grow.: o -: i i e s smac o Son S

Confusions and Contradictions

4. The lack of a developed mixed economy for independent Dance means
that artists are not in a position to choose between the Arts Council and
other sources of funding. Instead they feel they have to pin all their hopes
on the eventual acquisition of ACE support and the rubber stamp of
approval that this brings. At the same time the Arts Council seems
reluctant to acknowledge the value of anythlng with which it does not have
‘a direct funding relationship, whether this be an artist who'has been

" working outside the funding system for a period of time or a key dance
agency that is funded at regional and local rather than national level. As a
result artists and other organisations feel unduly deferential to the Arts-

}/‘Councﬂ

5 The sector has an establlshed 30'year h|story and its achievements are
-widely acknowledged but it is funded by the Arts Councﬂ as if it is small
and insignificant in relation to the revenue-funded companles "The work i |s

" *predominantly small-and middle scale, there are very few dancers-on full *

time contracts and pay and conditions across the sector.are poor, -
particularly for artists. The most exciting and innovative work.in dance
emanates from this sector but it struggles to be taken seriously by the
dance establishment. It is hard to imagine a Pina Bausch - an established
and widely respected artist based in a large theatre and making ,
experimental work at the large scale — operating successfully in England at
present

W R g cee o e R 4 e
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6. Th|s sense that the sector is not really serlous has resulted in a S|tuat|on
for monltonng grants are unnecessarlly complex and’ burdensome lmplylng
that unless funders crack the whip artists will not get on with producing the
work:” Given the struggte that most artists endure to sustain a llvmg, 1o °
create and present work it is unlikely that the acqisition of funding will be
a demotlvatlng factor A new relatlonshlp between artlsts and funders

monltormg processes and a greater degree of trust

7. Some of the demands p'aced on artlsts by funders ﬂow from the demands
placed on the Arts Council by the government. The growing empha3|s on
justification for public funding being driven.by quantitative rather than *
qualitative arguments has put pressure on the Arts Council to show very

tanglble outcorhes — stringent budgeting and evidence of growmg AN
staudiences:: Thiscpressure has beenpassed on 6 clients and has- Ied tb{an
obsession with management and bureaucracy-in the Arts. This is ironié:in
‘an:age when'Business has learnt from the ‘Arts and is reverting to !
fluid and flexible structures, niirturing creative individuals and'téams
rather than emphasusmg self-perpetuatmg admmustratlve tasks The R
o arts néed'to’ Iearn back some of these skuils ‘

oA DU E o SR

8. Art and access are two SldeS of the same coin not two dlfferent coirts™ The
profession needs the Arts Council to argue this case more strongly both




internally and at government level. Short-termism under pressure from
government has compromised artistic development. The ideas contained
in this report are predicated on the notion that the development of
excellent work will lead to increases in audiences in the long term.
The main strategic thrusts of the Dance: Department in recent years have -
been oriented towards the development of infrastructure. This hasled to
some important developments, nurturing some valuable individual
promoters and enablers, but has.done less to foster the long term
development and day to day survival of artists. Now is the time to seize on
the artistic strength and diversity of the sector and invest in it for the future.

Brief for the Revievy ofrthe I'n‘depende’nt Dance Sector B

9. The parameters for the review are quoted verbatlm from the Arts Counul S
brief. The full brief is attached at Appendix-4. . S Cos

Aim 3 e o

During the past five years the Independent Darice Sector has experienced a-’
significant number of changes. - These include changing working patterms; -
poor working conditicns. for dancers, infrastructure, touring, the-evolution of
digital dancing, challenges to the established access points for dance. In’
response to these and imany othier changes the Dance. Panel seeks to appoint
a consultant to review the sector in order to assess its characteristics, current
status; and prospects for future developments The consultant will be ‘
expected to make recommendations which will enable the development of
stratagles:to strengthen the mfrastructure and artlst,c endeavour over the
medlum ana Iong terms SR : j : '

The consulz‘ant should seek to substantlate the leveri and lange or actlwty
undertakeri by this-sector. It will be essential to examirre the development of
the sector over the last five years and to look at changes in the support of
dance across both the public and private sectors.

$cope of the Consultation

10. We ueuberately adhered to the broad definition of the lndependent sector
lmphed in the brief we received from the Arts Council. - Yve consulted.
some 460 people this included ln-depth lndlwdual drscussrons with 131

Fi-key figures in the Independent professuon We also recelved completed
questionnaires from 175 individuais and organisations.” This means that
we received a total of 635 individual inputs into the consultation process.
Those we consulted included the Artistic and Administrative directors of
ACE and RAB fixed-term funded companies, artists in receipt of regular
project funding from ACE or RABs, NDA Directors, the Directors of

_regional dance agencies, promoters, RAB officers, freelance managers,
animateurs, lecturers in FE and HE, the directors of umbrella organisations

—r__—_—___———l———————

and a host of artists and other individuals who are not in receipt of regular
funding from ACE or the RABs. For more detail on those consulted see
Appendrx 1.

11 Excluded from our remlt was work undertaken by youth groups and fourth -
-, year.performance groups.and.the:work of ACE revenue clients and dance
training institutions. As these last two-areas have a major impact on the
sector they will be alluded to in. the report but were not lnvestlgated in
. «detail- durlng the rev:ew : S : : :

12 Ongorng changes in the unemployment benet” t system contlnue to have a
profound effect on a sector in which many artists are out of work and
claiming benefit for a proportion of each year. .The introduction of the. -
Government’s New Deal threatened to impact on the sector faster than the
timescale for the review. In the light of this the Dance Department

= .organised a special meeting to:feed:into the Arts Councul s overall T
submlsslon to Govemment on'thisiissué. :

Fact Gathering

13. Besides-wide consultation with those working in the sector we undertook a
basic:information gathering.exercise and developed-a small number: of e
case studies in an attemptfo substantiate what has:always been an’: ;
elusive sector. The resuits of this process are included in the Evndence R

: j-_:sectlon of thls report and used as Jllustratlve examples where approprlate

14 Our emphasrs has been however on oplnlon gathenng dlscusswn and
debate rather than extensive fact-f inding. Our approach to,consultation .-
was one of, allowmg people to raise with us the issues:that they felt:to be 2
particularly important, provoked by a paper of key issues (attached at .
Appendix 2) The ldeas contained in ’(hlS report therefore, reflect the

H- N PR
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15. This report includes a proposed new model for supportlng the Independe
Dance Sector. This is geared predominantly towards helping the Arts
. Councﬂ s Dance Department develop a funding strategy. for the future but:;
5 oonstructed Wlth imminent changes to the natnonal fundlng system in;
mirid. lnevntably our consultation raised issues which cannot be. dlrectly
addressed by funders These are logged for further, dlscusslon and ar*tlon
by the funding bodles and the sector as awhole as well: . S




Independent Dance - Origins 3 o

16. Contemporary Dance in the UK has grown from several roots: the :
evolution of a classical ballet company, Ballet Rambert into a modern
classical one; the introduction of American Modern Dance via Robin - .
Howard, Bob Cohan and The Place leading to the formation of London.
Contemporary Dance Theatre; The European Dance Theatre tradition with
channels through the Art of Movement Studio and individuals such as Kurt

* Jooss at Dartington College in Devon.

17.1In the 1970s as a reaction to the aesthetics and structures of the o
_ developing modern theatre-dance ‘establishment’, and partly inspired by
* radical artists in the USA, the fi rst ‘independents’ began working in what
was termed the ‘New Dance’ movement - X6 and then Chisenhale. became
ceniral foci of their activity i in London with related developments at

| Dartmgton

18. Alongside these experiments, the animateur movement was taking hold -
-around the country with many enthusiastic and committed individuals belng
"'catalysts for local acthrty within the communrty and making invaluable links
“between tourrng professional companies, their audience and dancers of the
future who were inspired through workshops and residencies. In the 1970s

and early 1980s funding from schemes such as the Manpower Services

7 Comiission'and support from Local Authorities, in particular the Greater
S London Council, helped to stimulate the development of ‘many. Afrrcan ,
w People 3 and Suuth Asran Dance artists and companres

19 Tlre recenf develop"nent of the artform has aiso been enriched by
choreographers with backgrounds i other dance traditions e. g.-Shobaria
Jeyasingh, Nahid Siddiqui, Peter Badeje, Beverley Gléan, iny the visual arts
e.g. Siobhan Davies, Lea Anderson, in film e.g. Kim Brandstrup - and by __

.;oolraboratlons and engagement with other contemporary arts musrc tll‘m
1ew technology, lNe art vrsual arts theatre opera v ‘;‘:ﬁ ,

SEERSTIN
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20 The creatrve buoyancy and rndrvrdualrty of the Irdependmt Sector is: burlt
on these diverse foundations, and yet in funding terms all this myriad of
work-is - pressed into the:same narrow mould in terms of structarés, Griteria:
*ourrng requrrements and competes for.a: mere; 1fl % of. ‘he Arts Courerl s
Dance«budget S eh S0

\,,,Nrf,,,-; .
DR cad d

21.1n 1989 in his report ‘Stepping Forward’ Graham Devlin referred to Dance,
like drama, as a form of theatre. Almost a decade later it has tapped into
many other veins of inspiration and developed many new dimensions.

22. The richness and individuality of the work produced — especially that which
lacks easy definition - excites promoters and is seen as a strength, but is
frequently viewed as problematic to funders, since even stretching the
resources to cover already exrstrng and. easrly definable work of quality is
impossible. _ . . -

23. The present model for fundlng Dance and the accepted mode for its
distribution are based on an rnterpretatrve as opposed-to devised, theatre

! ‘model. Artists are brought together for a short period of time to rehearse,

““the product is toured and the people involved disperse to other. jObS or to
rehearse other pieces.

24.In some situations and for certaln kinds of work - partlcularly repertory fulI-
‘time dance companres this model functions reasonably well (desprte the
need for more time to make work). But for many in the Independent ,
Sector whlle their work continues to be shown in a'theatrical. settrng, this
narrow view of how Dance artists are expected to function has led to many
tensions between artists, funders and promoters.

25 Ona pl'OJeCt drrven fundlng modeI even for f xed term cIrents artrsts are
3upported to work in short bursts of activity - to make new and innovative
work from scratch to full ‘production in a mere few weeks, frequently wrth
new dancers and collaborators in unsatrsfactory worklng conditions. The
foIlowrng year they are expected to again demonstrate development i
_through some surprising change of direétion, or a striking new idea. -
‘Funders have responded to artists’ frustrations at. these strrctures by
mtroducmg research and development grants but many. artlsts feel
these still put the working process ‘in a box’, introducing a valuable
pre-production phase but not. acknowledgmg a completely dlfferent’ :
.approach to. mvestment in artists or the-working process, whrch
mlght be conducrve to the productron of fewer but better preces

26? For many dance artlsts the current structure does not f t: wrth the way they
think about their own work. For them it-is‘a. vocation not an-intermittent job
that can be picked up and put down. A painter would not be deprived of
daily access to his/her sketchbook or canvas, a composer his/her piano or
stave, a writer the notebook in which to make jottings and observations. .
We accept that this is an integral part of his/her working process - the 2%t
nature of the profession - a natural, sometimes spontaneous, sometimes
very focused and accumulative activity whrch leads to the productlon of the
work that wxll reach the publrc JOLE e

217, Many establ shed choreographers fecl they have néver. beoome truIy
prefassional-because they.cannot practise their art on anything like*a dally
basis through access to a studio and dancers. This belies the public -
acclaim for their work but reflects the low status of the artform and the
artists within it.




28.What is true for choreographers, is also true for many dancers.
Increasingly they play an important creative and contributing role in the
choreographic process, devising movement material and taking an active
and supportive part in the conceptual and structural development of a
piece or body of work. The relationship between dancers and
choreographer can be an important long-term collaboration underpsnmng
~ the work. , _

29. The generally recognised need for dancers to do class on a regular basis
in order to keep fit is a true but limited view. For dancers to develop: to
refine, be in tune with, gain control over, explore and expand their ' -
potential - their own intelligence, imagination and physical skill - they
need a daily engagement with their art and craft - not to keep the
kettle on the boil, but to move forward and therefore to have ready
access to greater range and depth of knowledge when they come to

- each production process. The same would be true, and acknowledged of
any musical soloist who is contributing their skills to a groundbreaking
contemporary composer or any musician who works through |mprov1sat|on
and relies on his/fher own imaginative and technical skills. L h

30. The richness and quality of much current lndependent work does not, in
several important respects, reflect the level of present subsidy it receives.
It reflies on the past subsidy of stable companies where several of our -
mature choreographers and dancers had their training ground and WhICh
" no longer exist. For example, choreographers including Siobhan Davies
and Richard Alston at London Contemporary Dance Theatre and Lloyd .
Newson at Extemporary Dance Theatre. : :

)

31. Artistlcally we are reaplng the benefit now of this past investment.
This must be replaced in ways which reflect the present need for .
__more continuity and sustainability without i imposing the limitations

" of large, static organlsatlons which can hamper creative flexlbrllty
~ The development of these choreographers took a traditional pattern: -,

i working as a dancer; being supported to make work within. the company as
“the risky part of a repertory programme, and eventually Ieavrrg to.pursue

... their own work and form their own companies. .In such comnpanies dancers

“ were financially secure and, free from practical responsibilities, could ..
spend time on their own personal development.

32. Developments in the bouth A~3|an sector have relled on artlsts tralned and
frequently born in India and Pakistan. We are now wrtnessnng the -
.emergence of a generation of British barn artists who are struggling to -
“'become established. Despite important work by key. South Asian. Dance
development agencies, these artists do not yet have access to proper -
prowslcn for developmenf and tralnlng T

33. The juli-time repertory’ company mooel benefi ted a generatlon of ar‘tlstsln
the 1970s and early 80s but is not & realistic or appropriate model for ™
B today However, the present Pperception by young. graduates that. they.-

tustrusii 1o form company and Jun’fp onto the ndlng
Lf"i;*‘_.f sEOL T H BT ."r-tl.,ti’f.,f

belles the ;

necessity for a period of development and experience, and time for their
creative thinking to mature. Many of the present project funded clients
might not have been long recognised as strong creative voices, but they
have years of experience, many of them as dancers, to draw on: E.g. Mark
Baldwin and Jeremy James with Rambert Dance Company, Javier de

-Frutos with companies in New York and Spain, Jonathan Burrows with the

-Royal Ballet, Russell Maliphant with Sadler's Wells Royal Ballet, Wendy
Houstoun with DV8 and Paul Douglas with Slobhan Dav:es Dance
Company

34 For some the seeds of choreographic talent may be evident early on, if so

" they should be supported and encouraged, but not bled dry by getting
stuck on the under-resourced production and touring treadmill until they
burn out or lose their creative spark for lack of air. This is a very short-

- sighted exploitation of creativity rather than a long-term investment in'it.
*: “Artists must be confident enough to step off as and when they need

artlstlcally, instead of ploughmg on in fear of Iosmg their place

35 The work funded and seen for only a few short weeks each year is

also the tip of an iceberg of commitment and the ongoing investment
of time and money of artists themselves. Without this invisible ‘

- subsidy (see Evidence section of this report for further details) the

quality of work could not have continued to develop in the way that it
‘has. Funders should remember that the current creative buoyancy of
the sector does not indicate that it is belng supported atan '
appropriate level.

36.One might expect, given the poor remuneration in the Independent sector |

that artists would 'struggle to enter or remain within the large, funded .
lnstltutlons The reverse, however, is true with the creative traffic in one
direction = from the Tevenue companies into the Independent sector. (The
otcasional commlsslon from Rambert Dance Company to an Independent
choreographer is a welcome exception). Unfortunately fundfng does not

- foliow these artists and so the sector becomes more overstretched, whilst

-the Royal Ballet contlnues to receive substantial funding for creatlve

"'development h|ch has had little |mpact on the deveIopment of new dance

work.

37.There has been ewdence in the past of large institutions at a point of .

Sl

“‘change belng réluctant to follow or accommodate the vision of artists -
wishing to: steer them in new directions. The growth of the lndependent
Sector is-in itself a result of artists’ dlssatlsfactlon with such organlsatlons
and their need for greater ﬂexrbrllty Large institutions and their Boards
should remainopen to shifts in'the real world and to the changrng needs of
artists. Funders, in turn should respond to the movement of artists

~and acknowledge that to form a large full time company is.not ... ¢
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branch in order to feel a confidence in its achievements and to assert its
demand for attention. This would help to give substance and seriousness
to the work and its artists, in an artform which is by its nature preoccupied
with the new and transient. To re-affirm its common history would be
one.step in a process of creating a solid ground from which - _
individuals could then develop or rebel. Development at presentis .-
too frequently viewed as difference and change rather than
consolidation .Both should be funded and encou-raged

39.0ne of the beautles of contemporary dance work is that it is of the
moment, a live_experience integrally bound up with its performers. This
does not negate its importance. A piece may be toured to a large audience
or it may influence a relatively small group of peers. In the latter case it can
still make an important contribution to the ongoing thread of the form’s
-~ development. It can in this way have an equal, although different, value to*
the work that reaches a wide audience. In drama, the written text can form
- this impgrtant link in the chain, read by students and interested
professionals, whether or not they see the live performance. Likewise with
_classical music composition the score is the continuing life of the work as
-.much as, if not more than the concert or recording. In this way work which
, does not presently have wide appeal can remain as an influence to other
) artlsts possibly to be reclaimed by a wider publlc at a later date.

40.0n’ the one hand Dance needs to exploit new technology and produce
documents of live work that can do it justice, that can encourage future
revivals or new interpretations of ‘modermn classics’, on the other it needs to
revel in'its partlcular nature and strengths Dance can have a very. drrect
and powefful impact on its audience, and work made in the lndependent
sector is frequently presented in intimate venues which are sympathetlc to

thls immediacy. : : T

41:; Recent experlmental film and video schemes like Dance for the Camera

have provrded valuable outlets for artists and have developed the potentlal
Hooof dance on film as a medium in its own right. A number of prestlglous

Intemational awards have hlghllghted the achievements of British Dance in
this field.” For some artists this has fed directiy to work in ﬁlm e.g. Yolande
Snaith choreographing for a Stanley Kubrick film. For othérs these
opportunltles have developed an ongoing interest in film as a creative
" medium. The Film, Video and Broadcastlng department at the Arts Councrl
was instrumental in the development of worik in this area through the j_'
provision of production grants, initiating partnerships with' broadcastlng
K organisauons and promoting British work abroad:’ Artlsts expressed
SHe concern at the recent dcmrse of thls L)epartment ‘

42, Belng ory verbal and by lts nature colaaborative dar.ce ¢rosses many -
artfarm boundaries, is adaptable to-many different’ contextu, ncludlng thbse
that-are non-theatrical, site specific and digital,-and provrdes valuable
exposure for the work of contemporary artists in other forms. *Theprofile of
several ClaSSIcal composers has been enhanced by thelr work wrth dance
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for example Michael Nyman, Gavin Bryers, Kevin Volans and Orlando
Gough

“In many case, creative musicians are hired by dance or theatre companies.
Over the years, some very high quality music has been produced in these
situations, which are anything but ‘pure music’. environments and, if the
production is. successful, that music is often heard by far more people than
might encounter a contemporary classical piece in a concert. The music
funding system should recogmse the s:gmf cance of thls part of the new
musrc economy :

ACE music depan‘ment S consultatlve document on the suppon‘ of new musrc
(Stnkmg A New: Note Februafy ‘96) L

43 On l|m|ted resources the fundmg bodles cannot support aIl ar’usts of ment
“con-an.annual basis. A change of attitude and greater flexibility to the
strengths, value and appropriate support of different 'artists'_coul‘df‘lead toa

... better investment both in the artform and the quality of work that' -
=subsequently reaches an audience. It is widely acknowledged’ by the
“-professionals in the sector,; from promoters to artists; that too much

“work is being produced to supply the number of dates available and
that the pressure to produce compromises artistic quality. Greater
investment by the Arts Council i in fewer and better works would
beneflt everybody ’

44.\ndividuals from across the professlon observed with concern that thewf
Independent Dance sector IS rlven thh many spoken and unspoken
hlerarch|es ' :

o There isa hlerarchy of artistic actnvnty which appears to place’ hlgher
recognition and value on choreographers, next in line come dancersi
then teachers and community dance workers Thls attitude seems. to
start in the tralnlng institutions and is relnforced by a system of SUPDOrt that

s’ choreographer-based Asa result young artlsts tend to asplre to.be .
choreographers with their own compames rather than bemg clear about
~Where theu‘ strengths lie. : CL o

. There are hlerarchles of scale where mlddle scale work appears to be

valued more fhan small scale and. achlevmg mlddle scale status
opens the door to more,approprlate techmcal facrlltles, stages and
levels of. fundmg 1ti is- clear that because of thls -many companies: asplre
to the middle scale too early - befare they are artistically or financially-able
to sustain work at this scale. ‘ There is also an assumption that once a
company reaches:the.middie scaje it will stay there. -The constant /s -

o-pressure to retain relationships with.a-circuit of. promotersaliows llttle» ge
flexibility for artists to- choose the-scale of the|r next work dependmg ‘on:
., dheir, artistic ideas - O SUAE U EE R SRR VI S A wlep
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e Thereisa hrerarchy of locatlon where mcommg mternatlonal work is
perceived to have the highest status and is in a position to demand




the highest fees, artists in receipt of Arts Council funding and with a
national touring circuit are perceived to have “made it” and regional
artists struggle to obtain even minimal profile for their work

e There is a hierarchy of ensemble size where a company of five or six
dancers is seen to offer “value for money” whilst a company of only
two is not. Allied to this is a perception that solo work is either difficult in-
terms of content.and or selling potential. This presumes that a
choreographer will gradually and consistently wish to work with more
people and so undervalues a solo artist who wishes to remain at the small
scale or make an ambitious solo for the middie scale :

. ‘There is hierarchy of genre where classical ballet has high status and

. -experimental work is not taken seriously. This is exacerbated by the
- -lack of a symbiotic relationship between the large companies and

- Independent sector. In Drama or Music this cross-fertilisation exists and in
, Francecontemporary choreographers are regularly-commissioned by ballet
- companles .

. 44 .

e Thereisa hlerarchy within management where proactlve and
promoting roles have hlgh status and facrlltatlng and servicing roles
have Iow status

e Thereis a hierarchy of power, born out of financial dependency that
;- places the Arts Council at the top of a pyramid and the artists at tne
bottom.

45.'Some of these hierarcties may be’perceived rather than reai and they are

not universaily felt, but the perception of their existence serves to
- disempower large numbers of people who work within the sector. People
£ waste time aspiring to recognition within these hierarchies when their .
energies should be focused on théir next work. The sector wouid benefit

from a change in culture towards one which recognises and vafues
the unique contribution of each individual.. Both the Arts Council- -
and the Dance sector must take steps to. challenge and dlspel these
unhelpful hrerarchles s e e

Artlsts

“If one doesn ’t search for secunty, true creatlwty fi IIs the space

ThereA/e :Vo becrets PeterB:ook | o o , ; “
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Empowerment
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46.Many funding policy documents in recent years have written of the need to
become more artist-centred. To truly empower artists would be to give

them a greater control over their destiny, to trust their commitment to their

work and provide a greater flexibility in the ways in which this can be

supported and distributed. An artist wants to make the best piece of work

s/he can, and wants to communicate through it to an audience. More rules
"-and hoops to jump through Wl” not make the work itself better.

47. Greater flexibility in fundmg could enable artists to- move with confidence
up and down the perceived hierarchies described above, to move off the
funding ‘ladder’ completely for a while or to enter the funding system for the

+ . first time at any point and-at any stage in their career. it would, for
example, enable an artist who had come to choreography after
considerable experience as a dancer (at present a problem within the

... overstretched project portfolio) to put in for a realistic budget to work with *

_hisfher peers, paying them appropriately. A choreographer could apply for
a period of individual research, a revival or a tour of previous work, or for
; i - money to promote and market the.company, according to his/her pressing

_ ‘needs and not according to what it was considered the funders would find

S

mpossrble to refuse. This of course relies not only on a change of attltude
but on a greater total allocation to the Independent sector.

4,8.Artists need to be abl-e -to have a(dialo‘gue with funders on an equal
- footing and in an atmosphere of mutual respect. A climate of trust is
needed in which artists feel they can talk freely about their work - be
- self-critical and discuss problems where appropriate - rather than
keep.up a pretence that all is rosy because they.feel under- constant
~ threat. o
49 Greater use should be made of practising artists and former artists: .
on all advrsory panels throughout the Dance fundlng systemas
happens in other artforms. Thelr -expertise is at-present underused and
: undervalued From outside this reads as a patronising presumption that art

SN made to be judged and steered by others who know better, and that

‘ ";'artlsts cannot see beyond thelr own taste to the W|der picture.

50.Thé fragmentary and isolated nature of the lndependent Sector also
““disempowers artists and leaves them'invisible and feeling uninformed.”
During the consultation process for this review it became clear that one
reason for this was lack of access to information and opportunities to
network with fellow artists. New technology should be exploited and
made available to artists to facilitate the free-flow of information.”

51.The sector is i'n'despe’rate need of greater sustenanCe and its 'ar'ti'sts
a greater degree of continuity in their careers.  The first generation 6f;7
Independent artists, including those working in African People’s and South
Asian forms, has now gained maturity. These individuals should be
valued, regardless of the whims of stylistic fashion, and ways found for
their expertise and knowledge to feed back into the sector. ::Otherwise:tt.
mvestment in them has been wasted




52.Independent Dance boasts some ‘electric performers’ and the artform
relies on a pool of talented and creative dancers. Their importance should
be acknowledged, alongside choreographers, and greater attention
should be given to the ongoing development of dancers throughout
their careers.

Responsibility

53.1f artistsare' to be given greater flexibilitv and freedom to tailor funding to
their own needs and according to their own artistic strengths, then this
greater independence carries with it greater responsibilities on their part.

54. Artists should shift away from their reliance on funders for approbation,
value judgement and the rubber stamp of approval as well as funding. :
Young graduates should not have immediate expectations of funding
and arfists should collaborate to create their own opportunities, '
develop ideas and devise partnerships rather than waltlng to flt mto

-- the schemes offered by funders and promoters. .

55. Artists themselves expressed the need for greater creative and critical
rigour. The artform will only progress if artists take it upon themselves to
constantly chalienge and push at its boundaries. Some artists working -
= outside the reguiar funding system felt that funded work was not always

i-artistically rigorous, and that funding decisions tco often favour st /Ie o
fashlon or: per al'ty over the lntelllgenc:c and lntegnty of the work

.56 Al‘tlSt° should not assume their audience. Hanng made.a pler of work
.i, they need time to step back and think about how it will engage an

audlence to think imaginatively about how they can make the viewing- '
experience into an ‘event’, or what is the most appropriate context in-which
.. 1o.show it. Too often at present ‘contemporary’ work is perceived to be-

""" obscure and inaccessible by promoters and a-general audience who: has

. seen llttle Artlsts should take responsibility for opening up-their-:

’ process to funders, promoters and audience and to talk and vwite
about it more openly. In this way they will make the work more

:‘accessible’ withott compromising the work itself. Over a period of time this
process could-help-individual artists to be clearer about the nature of their
dlstlnctlve audlerCe enablmg plomoters to target malketlng appropnately

5%, Most artlsts have a mlxed portfolio of jObS some of WhiCh relate to thblf art
‘and some Wthh do not.-Many have iow self-esteem and seem reluctant to
.consider themselves as. artists;-as if only full-time funding would confer this
status. Artists should take respon3|blllty for thelr own self—deflmtlon
and not relyon fundmg to*confer it R LR PR -
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Artistic Issues

58. At what point does the present diversity of Independent Dance work
become dilution? If funding and touring dates have to be thinly spread does
the artform, and the public’s perception of it, suffer in the long term? -

59. There was a general consensus from those we spoke to that the
sector is severely underfunded but that spreading resources too
thinly is not the best strategy. For the profession to have a sense of
asplratlon and status a few properly funded companles are requ1red

large full time companles both natlonal and international - although it has
been very unequally resourced. This is of particular concern to classical
South Asian Dance Artists who, working in a classical form, too often feel
unfavourably compared to the revenue funded ballet companles

61.Emerging artlsts should not be glven unreallstlc expectatlons or
..; encouragement in terms of.funding prospects. They should be given
opportunities to work in the studio:and encouraged to generate their-own
presentational formats as well as. belng provnded with appropnate
pIatforms < ‘
62 Too much lmportance is attached to seasons such as Resolutlonl and
‘Mosaics which encourage young graduates to-form théir own companies
very.early on: Theseseasons-charge artists to hire,the theatre but whilst
providing unseen subsidy in the form of technical back up;.pubficity ‘and
mentoring, this cannot extend to support for the making of the work. Thus
at-an early:stage young artists-get:the message- that value'is placed ‘on the
product rather than access to the raw materials ‘of creation to*develop their
work — space and dancers. A sense of dependéncy and rellance on
‘zirpromoters-and funders to provide opportumtles and a seal of
approval is engendered at this early point in artists’ careers Because
.-of the kudos-attached to Thé Place,‘Resolution! in particular raises -
unreallsttc expectatlons and can lead to artlsts feeling Iost as to the next
step. ‘ i

63; Recent years have seen shifts towards greater acknowledgement of the
~-importance of-process-over product.  Initiatives like Choreodrome: haVe
. -proved invaluable. Whilst not paying artists to work, the:virtae of this: -
~ opportunity is that its organisers have resisted developing it into a more
“ = structured fscheme’ and eft it-as a basic resource to-be used by artlsts as
' sthey 'wish:idn the present-climate of outcomes and the need-for -+ - ¢
' ”organlsatlons to show ‘development’ year by year thls Is to be applauded

¢ 64 Greater acknowledgement of the need for lnvestment fqn process ‘S
welcome. However, process related schemes, whether offered by
promoters or funders, are of their nature time limited. The next step is a
recognition that for many artists the creative process is ongoing and
support should be formulated in ways that can be organic rather than being
based only on short bursts of activity.
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Career Paths

65. There is little prospect of a career path in the Independent sector, little
chance that you might enter it as a young dancer or administrator and
gradually move up a wage scale as you gain experience. The very
sporadic pattern of employment and the lack of a thriving mixed economy
mean that professionals are unable even to plan for a year in advance.
With no sense of progression within their own profession it is difficult for
dancers to make the transition to another career at an appropriate level.

66. At the same time notions of a career structure in the world at large are

changing fast, with short term and freelance contracts becoming the norm.

In this climate the sector should fare well as it is prepared for and adapted
to portfolio careers.

67. Artists and managers would not wish to sacrifice the freedom and
flexibility of self-employment, but feel that there are steps that
“ funders and other support organisations could take to provide a -
greater sense of stability and development within what is a volatile
profession:

e By ensuring that artists are paid properly when they are in
subsidised work, at a levei that appropriately reflects their
experience and which helps them to provide for periods between-
employment At present artists are too often paid the bare minimum by

funders, venues, NDAs and the fact that they are freelance workers and

that their career is a short one is not taken into account.

e By acknowledging the importance of an ecology that sustains artlsts

*~freelance managers and producers within a web of professuonal
" activity - by providing information, tramlng and development -
‘opportumtles between projects.

.. By encouraglno a range of salarled posts for artlsts as resrdencres

within Higher Education or within Dance Agencres or attached to-
o~ rperformmg arts venues. N

. By recognisi'ng a:ndlyalmng the ébi!ify of artists; to contrrbute te the
sector in various ways, other than as choreographers e.g. as directors,

curators, teachers, rehearsal directors, movement researchers mentors

thlnl'ers and cp nion formers P
) By recodmsmg that lndependent ar’trsts ar‘qurre many R
complementary. skiils that equip them for future roles: wnthm the
:~sector e:g:- NDA director;-promoter, producer, administratcr. Role: models

of such: re-focusing: of careers-shotld be ackrowledged: e:g.: Betsy: 3
- Gregory and Emma: Glac‘stode as Aswcrate Dlrectors of iFhes Place S

N
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Theatre; Gregory Nash and Nelson Fernandez as officers at the British
Council and Visiting Arts respectively; Christopher Bannerman as
Professor of Dance at Middlesex University; Ursula Lawrence at Salongo
in Bristol.

By providing training and opportunities to gain experience in related
fields whilst still pursuing a creative career. Work experience and
apprenticeships should then be valued when artists or managers try and
step sideways. At present there tends to be a narrow categorisation of jobs
which hinders imaginative appointments at senior level.

By helping young artists to be realistic about their skills and
prospects. It is generally acknowledged that the volume of aspiring

. .choreographers is augmented by frustrated performers who see no
- prospect of work as dancers and so turn to making their own work.

. By providing opportunities for young performers to gain that all- - "

important ‘experience’ that will help them to get noticed by
choreographers. Opportunities such as the ‘Space’ Programme at Dance

-City or the Lottery funded Dansconnect project at Swindon Dance are

valuable models. Changes to the benefit system as well as the Lottery
should be explored to provide other such opportunities which could at the
same time offer related training in freelance life skills - computing, writing -
copy, administration as well as prowde choreographlc outlets for young
choreographers. 4 . : o

Wa‘gesa_nd Conditions

68. The lndependent sector is characterised by choreOgrapher-led COmpanles:

in which the dancers form an important part of the identity of the company.
In this respect the artists have led the infrastructure. it would be cheaper
and more efficient for several choreographers to join forces, sharing
dancers and management. But most choreographers- for whom finding.

their choredgraphic voice requires experrmentauon and the development of

a personal language and process-over a period of time - have chosen to
work with their own group of dancers, building on this relationstip froni one
season to the next. From this close relationship a common language and

ifunderstandlng develops as well as a loyalty and commltment on botn
.;srdes S ‘ ‘ :

HERI

69. Dancers (some also choreographers) in thls sector have a very

insecure existence. Even within fixed term funded or long-standmg
project companies:they work for.a. maximum total of about half the -
year;-but this work can.be very fragmented, uncertain‘and = /7%

ziumpredictable from-one year to the next. Touring dates have; iri récent

years'become more sporadic, and dancers find it increasingly difficult i
find other eniployment that can fit-flexibly-around their performances: For
dancers in many of these companies then, their commitment is year round,
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the functioning of the company relying on the loyalty of its members to
always put it first. Their life is itinerant, moving round the town or country to
rehearse, (following the sources of funding) as well as to perform, and
incurring considerable out of pocket expenses daily because they never
have a home base. The nature of employment and remuneration makes it
almost impossible to save for times between employment, to plan for
transition, to consider making pension contributions, to obtain a mortgage
let alone make repayments. It is little wonder then that the sector and
its audience are in grave danger of losing a generation of mature .
artists at the height of their careers. The audiences who enjoy these
soloists would be shocked to know how they survive. And the -
prospect is no better for those coming on behmd

70 In the Drama and Combined Arts Departments of ACE projects are seen
- as just that. Funders do not consider that artists are reliant on this work for
* their livelihood. In drama there are commercial outlets for actors, which®
enable them, at the height of their career, to then make the personal -
choice to work for a low wage at the Almeida for a short period. The = __
- Live/Performance Art area is much younger within the funding system but
has strong connections with Higher Education which sustain many of l’(S
practising artists. Dance needs to develop these mixed economies, but
freelance work within the subsidised sector also needs to be reallstlcally
supported :

Wages SRR A : : e ’-:;,\

71 As a flrst prlonty the concept of a scale of pay throughout a freelance

;.. career should be embraced by companies and funders. Within this'it
'should-be possibie to reward the experience level of dancers and their

¢ long-term commitment to a company. This exists in the revenue funded
sector and some fixed term funded companies have introduced loyalty' "
increments. Applications to funders should then reflect the actual cost of

7 paying the respective dancers rather than thie number of years experrence ;
the choreographer has WIthln the funding system

72,:Ihe;sporadlc nature of current touring dlsadvantages dance attists, .. ".
particularly those working for project funded companies. At present some
companies have to resort to paying “per performance” fees on tour, rather
than a weekly wage since the dates are so spread out. This in turn often
means that unpaid rehearsals are required before each performance -which:
are therefore either subS|d|sed by the dancers or by the choreographer
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73. Be,lefits wn.ch are standard wrthln revenue compames should be
Hiltered down through:the more established lndepende at cOmpanles
as a first step towards a rationalised policy across the sector: These
include payment of pension contributions, resettlement contrlbutlons
maternaty cover as well as’ the safety net of medlcal andv inju cov
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74.In France the legal status of Dance artists has been secured to be the

same as that of workers on a regular salary. If they have been in
employment for the equivalent of 60 hours in the previous month or paid an
equivalent contribution, then they can claim benefits - maternity (6 pre and

- 10 post natal, they are entitled to 21 weeks paid pre natal but this can be
hard to claim) injury, medical expenses etc. They are entitled to paid -

- holiday, to a supplementary pension,’ medical and life insurance.

. Contributions are made by employers and points calculated at the end of
each year to enable shortfalls to be made up. (Information taken from

;- Ciod/Theatre Contemporaln de la Danse et Adaml Sess«ons d lnformatlon
1996/7) : e

75.1n Germany dancers pay |nto a Dance Card scheme ona monthly basrs
-For.under £30 per year this gives them certain discounts, but.more :

.~ importantly access to insurance schemes - health, injury, and invalidity. It
also pays contributions towards a-pension, which they might pay mto for 10
years to the age of 35 andtthen leave invested to collect at. 65

76.In many countries i in Europe the issue of dancers transltlon is taken very
' senously In England the Dance Companies Resettlement Fund was-set up

in 1973 to help dancers in transition from the major revenue funded.-.
companies, who in tum pay.-in to the scheme These grants, which- can
support substantial retraining over a number of years have enabled -
dancers to become self-sufficient professionals in another area. In 1986
the Dancers Trust was established by the Arts Council and Equity to begin
to address the needs of dancers within the Independent and commercial: '
sectors. This service offers valuable advice and counselling but at present
»has a fund of only £38,000 per year and can offer grants up:to a maximum"*
:0f £3,000 for those who have been a professional dancer for10-years (6 in
the UK) and are over 30 years-old. It is clear that this provision is wholly
inadequate to meet the needs of present and future mature dancers in the
Independent sector. - . St

77. Pl'lOl'lty should be glven to establlshmg provrsron for freelance artlsts
on a rationalised and sound financial footing in line with the -
Resettlement Fund. Any developments should be compatible Wlth' ‘
those across Europe allowing forjob mobility across the continerit.~"

Physrcal Workmg Condltlons L . o L g

78. Rehearsal condltnons are frequently‘unsatlsfactory W|th unsprung and
unsuitably surfaced floors, inadequate heating, draughts etc. Funders
should ensure, as.a priority-that subsidised-spaces-are-safé-and suitabie &+
stnce inappropriate physmal working conditions are: potentlally dangerous
~and-can.cause or exacerbate chronlc |nJury AMEIICIRR SR PIRP IS S

79. Many performance venues at all scales provrde poor work'nq condltlons -
no sprung floor, poor héating, draughts no showers, lack of adequate
dressing rooms etc. There is financial pressure on companies to take these

i3




80.

81.

82.

dates as well as a need to fulfil funding requirements. Networks such as
MLG can draw attention to these deficiencies. Funders and Equity
should help these venues to find ways of improving their facilities.

Lottery funding has produced a new phenomenon in heating problems: the
“ballet setting” which is a feature of new.computerised heating systems - -
designed to cater for the needs of dancers for a warm stage, whilst
keeping the audience cool. Unfortunately the cool air from the auditorium is
sucked onto the stage creating dreadful draughts and causing more
problems than would a slightly lower overall temperature. Such systems
should be remedied on the basis of a more comprehensive understanding
of the safe conditions required by dancers. “

There should be more consultation with artists and their needs .
within lottery application processes and funders should be proactive in
informing prospective applicants of the physical needs of Dance. ,

Even when a contract states a minimum temperature dancers lack -~ _ -
bargaining power. The venue knows the company needs the money and

- will not refuse to perform. At present dancers frequently rely on musicians

83.

-

to ensure good working conditions because of the strength of the
Musicians Union. The intensive nature of Adventures in Motion Pictures
recent West End run highlighted many of these issues. In response to

lobbying by dancers the company raised the minimum temperature from: e

18.3 - 21 degrees centigrade and upgraded the floor. Dancers received

more support for physiotherapy, were paid for all classes, and had their: .i&

w_ork‘in'g hours reduced from 45 to 42.

A document for protnbfers_ explaining the safety requirementsr_,bf:: -
dancers in a straightforward and unprecious way would be useful: At
present their requests are frequently not thought through or not taken. :

- seriously. .For example it can be presumed that the minimum temperature
" is required by the time of the performance rather than the beginning.of-

. rehearsal spaces and combats safety, problems with touring venues.: 7=

rehearsal. Similarly there are problems with Local Authority .or other. .
institutional spaces. Heating is ruled by the calendar not the outside. =
temperature and is often turned off at weekends and Bank Holidays: - /'5
Spring and Autumn can therefore be potentially more injurious than winter.

Some companies have addressed this problem by touring their own ' 23 .

additional heaters. V-Tol has purchased, with the help-of the: Lottery capital
fund a portable sprung floor which opens tp many otherwise impossible

Health and Injury

84.

Dancers need to take responsibility for saying they are too tired to
rehearse, that continued working is potentially dangerous, that they will not
perform with an injury. Choreographers should resist the temptation to cut
class when more rehearsal is needed and should not exploit the energy of
young and willing dancers.

85.

Self-confidence drops during unemployment and is put under pressure by
the stress of short rehearsal periods. Depression should be taken seriously
as a factor that effects the health of dancers and can add to the risk of

injury.

86.

[

87.

88.

89.

Equity -

Dancers need access to free or affordable, specialist medical advice at
short notice. Treatment on the Health Service is frequently unsatisfactory,

-~ and cost often prevents 'dancers seeking specialist treatment early enough

in the course of an injury. A scheme at London Contemporary Dance
Theatre which provided dancers with access to an osteopath on a regular
basis, for a check up as well as treatment, resulted in a dramatic drop in
the injury rate. o '

Dance UK is investigating the possibility of setting up a pilot health

t insurance scheme, which Equity hopes to support, that would give

Independent artists swift and affordable access to outpatient care. Its
Healthier Dancer Project has also achieved much in raising awareness of :

~ health and fitness issues including the importance of warm up, warm down,
diet, continuous access to drinking water, the healthy balance of physical
< activity. .

The sector as a whole has little faith in Equity to represent its interests.
However Equity has recently changed the brief of its officer from Opera
and Ballet to Opera and Dance and has expressed its intentiontore- | .
engage with Independent Artists. It has agreed to support the lobby to

 arreliorate conditions ‘and remuneration in the sector by recommending to

the:Arts Council that it introduce a pay scale with increments felated to"

- experience and expertise. (Until now the annual communication with ACE

has related only to current minimum rates of pay.). It was agreed that . 'ffi_
Equity’s influence could best be focused in the first instance on the = .
problems affecting the middle scale companies, with the knowledge that‘:

changesin.this area would then filter _through the sector.

Equnty is keen to.work with the Management'Ligison Group on the

«‘improvement of conditions for Dance in'touring vénues-and in

communicating.the special requirements of darice - including minimurmn
temperature throughout the building, get-in times, the provision of dririking
water (which should come under the Factories Act.). In the longer term it
hopes to facilitate the expansion of the touring circuit for dance and the
number of nights offered.
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Regional Issues

H 90. The consultation process ralsed many issues which artists round the
’ country shared in common:

e Artists lack access to appropriate space to make work, meet and
rehearse. Without such a “hub” independent artists cannot function
effectlvely and their work seem InVlSIble

J Those reglons without a dedrcated RAB Dance officer felt that there

‘; were particular difficulties in communicating their needs to the RAB.
They afso felt the lack of an individual to lobby on their behalf both

+ .. regionally and at a national level.

. Many' artists spoke of the problems of gaining ‘national’ exposure
- ~and recognition from ACE for regionally-based work and in galnmg
| exposure through platfonns and mlxed bills. = ' ,

. Artlsts need IocaI and nat|onal networks to g|ve them a voice.
= However, for these to operate successfully consideration should be
given to the re-imbursement of expenses as travel can be
problematic and costly. A regional newsletter is one successful way
local artists keeping in touch with one another and access to New .
Y “Z—Z‘“Technology Wl|| facmtate communlcatlon and the dlssemlnatxon of 7
mformatton o

» ’-i::”-‘Artlsts hlghllghted the need for more opportunltles for regronal and
cross-regional touring. Many artists and promoters are mobile, cross-

k " régidnally and nationally; and find the' regional funding system can be too

parochial, for instance in 1ts narrow view of touring. A national dlrectory

was réquested which could heip artists ﬂnd accommodatlon wnth other

:"‘f?'fartlsts around the country - -

. Establlshed companles and organlsatlons should play an actlve part,

&0 the’ reglon lnteractlng WIth independent artlsts and not_remalnlng aé '

‘*‘-‘i'self-suﬁ" ctent and lsotated , f o ‘

Rt Vrs:tmg artlsts should be brought inas part ofa’ reglonal strategy in
consultation with regionally-based artists rather than being inposed
upon them

iafl ) 5 P 5 __r I T T i SR N S B A “'-Z.\.“ s »‘:‘;':n-j : ‘T PY
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“idnovative partner

dancers from London and therefore pay them on a fixed term contract
which adds up to more work than they would get with the sporadic payment
of a London-based company, in acknowledgement that they will not easily
pick up additional work and will have to keep a home base.

There was a common consensus that London is presently the engine
of dance and is likely to remain so for many years to come. An artist
living anywhere in the country can have a national overview, but
needs financial support to be able to travel and exploit the capital in
the way that promoters do. London-based artists are generally paid
to travel out of London. The same should apply to artists and
companies travelling in to London. :

The importance of investment in the provision of class regularly and
long-term was identified-across the country. NDAs sometimes

+ expressed frustration that this had been tried and failed due to lack of -
~ attendance. There are certainly logistical problems in finding a mutually

agreeable time and in choosing teaching styles to suit most people. It was
commonly agreed however that this was the most basic provision

_necessary for the sustenance or growth of a local dance ecology with " :
JImportance as a networking gathering as well as training provision. It was

argued that once a regular slot has been chosen it should remain .
consistent so that dancers can depend upon it and begin to plan their other
employment around it. Successful schemes seem to be those in which:

- -artists have taken responsibility or are very closely involved and.consulted

e.g. those at Yorkshire Dance Centre, Swmdon Dance and the
DanceXchange »

Many artlsts expressed the need for a clear coordlnated reglonal strategy
in which they would have a central role and which would pool available.
resources ensuring maximum benefit for the development of dance in the
region, A decision making group made up of representatives from regional
dance artlsts RAB, venues, NDA, local dance agencies, an artist-from-

t,,another artform, a dance artist from another region would meet to- dewse
an annual strategy and allocate resources.in the areas of artists

commqssnons training, research, reglonal artists' touring, the: vrstts of
incoming artists. This process should be an open and transparent. one and
would be monltored annually to highlight and address any recurrlng trends

3”‘

92 Durlng the consultatlon process lssues emerged whrch were specnﬂc to the

circumstances of a particular region and these are hlgh!lghted here. We
have not attempted to describe the characteristic of every region
lndlwdually and have included only those issues which.are additignal to the
qeneral ones Ilsted above T T TP NT J0LS TR

The Eastern region is very particular in the emphasis it has placed on’ the
development of an infrastructure for dance.  This has.led to some. . .
h.lps and consortta amongst the reqnon s promoters
aqenc:es and anlmateurs There was 2 strong feehng that there isa lack

2




of quality accessible dance which is appropriate to the specific needs of ;
the region’s audiences.

« Artists in the North West have been through a period of com“usion as the
g four elements of the NDA have clarified their collective working approach.

However, the NDA is very keen to be responsive to artists needs and the :

Artists Forum is gaining momentum and a strong voice. Now that the
parameters of the NDA are clear, artists welcome the fact that. i.t does not
have a single building base and feel that this gives it the flexibility and
geographical diversity to meet their needs effectively. v BN

e Artists in the South West have a long-standing sense of their needs being -
- disregarded. There is great anxiety that this is being perpetuated in the -
development of the new Harbourside Centre. They feel the lack of an NDA
denies them a focus but are anxious that any plans to establish one take . :
into account the particular geographical and artistic context of the region...:;

e In the South East the strong partnership between funders, promoters and
artists which underpins the current development of the South East Dance
Agency is a real strength. The fact that it has placed clear prlorlty on the:w
professional work and development of regional artists, and is led by one of
those artists, gives it a strong grounding and focus.

93. The growth of a vibrant national dance ecology needs to happen _
" through support of organic growth, and the nurturing of existing.
" activity and key individuals rather than through imposition of ideas
. and infrastructure from the outside. Whilst many of the concerns of
" artists around the country were very similar, the local ecology which they
inhabit in terms of geography, existing infrastructure and touring netwark,
critical mass, training institutions, transport, history of dance activity,
- collaboration and communication was very different. Every reglon therefore
‘ has ltS own partrcular needs. . S an
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Infrastructure

National Dance Agencies

‘Regional resources should be identified which can act as agencies for dance.
In the short term these RDAs could be developed as performance, rehearsal
and studio spaces. They could serve as a focus for the development of
young audiences and for professional classes. Some might specialise in non-
western dance. All would aim to become “home” for a regionally based dance
community, offering space to house local animateurs, youth dance groups
etc., while also acting as an information network on a local and national scale.
In addltlon they could provide opportunities for commercial exploitation. They
could act as co-producer or commissioning agency for professional
companies, thereby offering artists long residences in sympathetic
surroundings. They would also be a focus for the outreach activities of major
touring companies visiting the region.” - Stepping Forward — Some
Suggestions for the Development of Dance in England during the 1990s.
Graham Devlln 1989

94 In'many respects National Dance Agencies (NDAs) are one of Dance’s

‘> success stories. They have given a substantial boost to the national dance
infrastructure and provided strong focal points for dance activity in the
regions. They are developing a track record for nurturing emerging artists
and provide a range of professional training opportunities. Their Directors -
are senior figures in the profession and are powerful advocates for dance,
‘individually and potentially collectively through the newly constituted
Association of National Dance Agencies (ANDA). ' The individuality of each
NDA has become more clearly def ned and thrs too is conS|dered a ‘
rstrength

95;;.Wh|lst acknowledging their successes and recognising that NDAs are s'till
at an early stage of development, artists and promoters 'voiced some -
frustrations and concerns. As the relationship between NDAs and their
funders has been the subject of a recent report by Anthony Peppiatt and
Gwen Van Spijk, further comment on this is not included here. We are
also aware that each NDA is different in history, character and mission and
that the comments contained here are general. Naturally the extent to
which they apply to each individual NDA will vary.

* In some regions artists feel caught in the middie of poor communication
and friction between the NDA and the RAB. NDA Directors and RAB
Officers should work together for the benefit of their region’s artists.

* ltis a cause for concern that so few NDAs have paid positions for artists
either on their core staff or as resident artists. When Directorships or other
appropriate posts become vacant at NDAs job descriptions should be
couched in terms that allow for the potential to appoint a working artist.
Steps should also be taken to ensure that the voice of regional artists is
heard at board level within NDAs.
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An NDA's roles of supporter on the one hand and promoter on the other do
not always sit easily together. The supportive function implies open
access and the promoter function requires the NDA Director to make
programming choices which cannot be all-inclusive. However, both these
roles are important and NDAs should articulate more clearly how the two
functions can operate in tandem. :

Greater clarity about the balance between an NDA’s national and reglonal
roles is required. Many regionally-based artists feel that their NDA places
higher priority on working with nationally recognised artists than on
supporting the development of their work in the region and that the NDA is
under pressure to do this to “prove” its national status to the Arts Council
and fellow NDAs. Regionally-based artists welcome the presence of

visiting artists in their regions providing it is planned in consultation with

them and does not take precedence over their own needs and ,
development. For example, the Dance Management Services post at -
Swindop Dance is a critical link which ensures that the professional
development programme of the NDA is informed by and responslve to the

: ’needs of artists in the Southern reglon

' 'NDAs vary in the degree to which they have developed a mechanism for

ongoing dialogue with the artists in their region. For example, the Forum:. -
for Professional Dancers in Yorkshire and the Artists’ Forum in the North
West provide an open channel of communication through which the views

of artists can feed into and inform the development of the NDA's work R

" “Solth Asian Dance artists in particular feel that few NDAs are offerlng

""""support for their specific creative and developmental needs. They

.

expressed a desire for NDAs to provide space and support to allow them to
come together and develop new approaches and choreographic ideas.

Middle scale touring companies feel they have little relationship with most;
NDAs. Their perception is that NDAs focus on emerging artists. NDAs
appear ideally placed to work with-promoters in their region and develop’.
supportive touring networks for dance but generally speaking'NDAs do:not
appear to have developed this role. .Some companies said that they tend
to bypass the NDA andgo to an'mateurs where they: still exist, who they
find are more clued in to. regional promoters and networks: Some -
promoters, particularly those without specialist dance expertise,
oommendcd the helpful artform advuce they recelve from NDAs

“ome artlsts and reglonal dance development agencues felt that the arrlval
cf.an NDA in their region had sucked resources away fromi’ exnsllng
activities-and-was in constant competition with them for- Ilmlted fi nancna
stpport: Something that should have been mutually progressive has
instead been; counterproductive-to existing reégional-érganisations - NDAs

-should recognise and:work-with the existing. strengths’of the'region | rather

than trying to superimpose new and:sometimes conflicting activities: *
Artists in the North East had set up their own subsidised class and
networking scheme 10 years before the NDA was put in place. It is

?yi"v_‘\a

regrettable that once the NDA arrived the fund for these classes was cut
on the grounds that such provision was the role of the NDA. Examples
such as this demonstrate why regionally based artists sometlmes feel
disenfranchised by the NDAs.

96.The Arts Council should resist the temptation to assess NDAs on the
number of people who have passed through their doors and judge
~ them instead on the extent to which they have developed the dance
- ecology of their region in the medium to long term. Collectively their
~ co-ordination as a national network should be assessed in order to
- mstll a stronger sense of co-operatlon ratherthan competltlon

97. The Arts Council needs to recognise that the NDAs are one element
in a complex national dance infrastructure which includes . :
promoters, regional dance development agencies and animateurs.
There are many organisations and individuals who are fulfilling a role of

_ equal importance to that of an NDA but who perceive that their work is -
~ disregarded and under-resourced because they do not have an.NDA
“badge” and access to the funding that this brings. Equal recognition and
) value_must be given to all the elements in the national dance infrastructure;.

98.If and when new NDAs are established properly remunerated
posmons for artists should be considered from the outset
99.NDAs cannot and should not be all thmg‘s to all people and each one
is different, but each NDA should articulate clearly what it offers and
“there are certain things - for example support structures for reglonal
artlsts that should be part of the core rhission of all NDAs .

Partnershlps - Artist - Promoter Producer

10 Many of those consulted lncludlng artists were wulllng to revisit the -
debate about the appropriate balance of funding that could usefully be'~
channelled through promoters/producers to artists. A few years ago this
‘would have'been received with more apprehenslon on the part of artlsts
There are several reasons for thls change of attltude R

101. The number of respected promoters of Dance has mcreased the
addition of NDA directors swelling these ranks, and therefore the pool of

1-arbiters of taste has diversified. There have been some good examples of®
the way-in:which-an enthusiastic and knowledgeable promoteriproducef:
can transform the presentation of dance in a specific:-venue or locality~
through sensitive programming and imaginative audience. development
strategies. - These include Stella Hall-and-then Bush Hartshorn atthe -
\Green: Room in Manchester Nigel Hinds at Phoenix Arts in Leloester and
Nikki Mllllcan at Thc, Thlrd Eye in G!asgow 2%
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102. At a time of frustration with funders, promoters/producers are seen as

more in touch both with artists and with their audience, and some artists
have found them to be an important source of artistic as well as financial
support. Daunted by the fiercely competitive nature of funding, artists can
find the personal nature of a relationship with a promoter preferable. They
feel re-assured by the trust that has been placed in them by a commission,
and relieved that they do not have to sell themselves and their idea
through the laboured funding application process. Those in favour of
increasing promoters’ ability to support artists, through more power and
resources, argue that this would attract good people to these jobs and as a
result Dance would benefit.

103. The counter argument is still fierce: many artists fear that to rely on

promoters would just mean pandering to a different set of criteria, that -
promoters would be led by the need to attract large audiences rather than
foster the art, and that promoters already provide awkward limitations on a
company'’s timetable and work pattern to fit in with their programming ‘
schedules.

104. There are few producers in dance. There are individuals who have the

experience and the desire to fuifil a producing function but are not
resourced in a way that enables them to develop this. Producers work in a.
variety of ways. There is the venue-based producer who uses his/her

“skills and the resources of the venue to develop and support the work of
" artists, NDA Directors would fall into this category. There is the producer
" whose role has developed from that of a company manager to one which is

“more entrepreneurial, examples here include Katharine Dore at AMP, Julra

* Carruthers working with Jonathan Burrows and Russell Maliphant and

Artsadmin. Finally there is the producer who operates independently ofa
building or a particular company/artist, commissioning work, often for .-
specific sites and who like the venue based producer develops oreativ'e
relationships with artists, examples here include Art Angel, shinkansen and
Nikki Millican. Greater investment in the entrepreneurial skills of these
people would help to expand the dance economy and prowde new
creative opportunities for artists which would result in a ncherrand
more diverse menu from which audiences could choose.

105. The answer would seem to be a balance of funding sources and on :

providing support to those valuable individuals who have a track record
The emphasis should be on partnerships, acknowledglng the value
of long term relationships between artists and promoters that take'a
s_trategic approach to the development of audiences for the work. -

106. Itwas acknowledged that Dance suffers when a Keen Dance promoter

moves and is reptaced by someone less interested in the form. Despite
the increase in Dance friendly promoters, there is still a need for more
Dance- knowledgeable promoters in mixed-programme venues. At
Klapstuk a produung house in Belglum- Drrectors are employed on a f’our

Zryear fi xed term contract and frequently move on to’ promote dance: in other

tlme and q|ves”"

[N
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venues Thls provrdes them wrth d clear focus for 1 " ]
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Dance a regular influx of new and knowledgeable promoters. A similar
model could be adopted in this country if, for example, new NDA Directors
were offered fixed term contracts.

Distribution

107. The primary mechanism for distributing performance work in England is

touring. This thriving home market is a strength and is envied by those
European countries with limited internal touring opportunities. For small
and middle-scale dance, touring has tended to mean one or two night
stands which have been funded and assessed on the “more dates the
better” principle. A commonly expounded view is that dance is seen by
promoters as “difficult” to sell, that there are few promoters who are

* genuinely enthusiastic about promoting dance and that audlences are
: *eas«ly put off by a bad experience.

108. Ourconversations with the artistic and admlnlstratlve drrectors of

companies, with freelance managers and promoters flagged up many of

= the difficulties assocaated with the touring and promotion of dance

* Dance is usually playing in venues that were built primarily to house

-another artform - usually drama or music. The relationship between stage
and auditorium size is a drama legacy and unhelpful for many independent

. dance companies, forcing them to aspire to the middle scale too soon. A

- - network of venues with middle-scale stages and small-scale capacities

“would be helpful to dance. As an aspiration this may not be realrstlc but it
) IS lmportant to note its absence ' .

Dance companies often need a get-ln on the day precedlng the

. performance thus depnvrng venues of an addxtlonal orogrammmg nlght

' The fact that many dance performances run for only one hour and W|thout

an’ ‘interval is perce|ved by some promoters as offenng poor value tor '
fioney

Some promoters underestimate the extent to which dance audiences will - .
take risks. However, some companies whose work is perceived tobe.
“dlff calt” have attracted enthusrastlc and srzeable audlences in unllkely

\places L

LIUL L e

The collapse of the network of small scale venues; particularly those with a

_commitment to experimental work, leaves emerging artists without a ,g;«;;

platform on whrch to develop and test audlence reaction to their work

The Tourlng Department at ACF is.of lrmlted use to the lndependent
Dance sector as it is not prlmarlly concerned with small and middle scale

L:.. g

rk and yet most lndependent danre is presented at these scales . khere
3 wrdespread view that cooperatrve worklng between the Dance. ... ..

i

Department and the Tourrng Department is poor and this further lnhlbltS




the extent to which either Department can effectively develop strategies for
distributing Independent Dance. The two Departments together with
the RABs should agree ways of supporting the distribution of
Independent work especially at the small scale.

109. Despite these problems there are many promoters who are enthusiastic

about dance and would promote it more regularly if they could do so
without excessive financial risk. Imaginative funding packages developed
in consultation with promoters would transform their ability to programme  *
dance on a regular basis. Many artists and companies are developing
successful relationships with a range of venues and some interesting
models of good practice exist. Northern Stage in Newcastle has
imaginatively tried to encourage audiences to cross between drama and

. dance and Eastern Touring Agency is developing long term relatronshlps

wnth a group of companies and artists.

110 For some companles e.g. Motionhouse and Union Dance, one and

two n:ght stand touring is a mainstay of their artistic and financial
existence. However, “hit and run” touring is a small scale drama legacy and
it is questionable how far this inflexible and limited approach to distribution
is sustainable or appropriate for all kinds of dance work. Ifthe . -~
distribution of dance is to be developed in the longer term then new
rapproaches must be found to compliment and develop beyond the
one night stand pattern.

111. Many companies and promoters expressed frustration with the transient

nature of one-night stand touring, feeling that it does little to develop : .
relationships with audiences in the longer term. One night stands
contribute to the difficulty of attracting significant media coverage anc . *
make it impossible to attract audiences throtigh word of mouth

112 Many choreographers and dancers mentioned the lmportance of renular

performance to their development and that of their work. The sporadic and
short term touring patterns experienced by many companies inhibit this
important aspect of artistic development. Opinions vary as to how far the
touring circuit has developed in recent years — some company managers
reported an improvement whilst others felt that opportunities had dwindled.
Either way there was widespread agreement that at present there are too
many companies chasing too few dates. This is exacerbated by the fact
‘that most companies tour over a limited number of weeks in the autumn’,
and spring, increasing competition in what is already a competitive field.’ If
companies were allowed to break free of the annual cycle of making and .

touring - c,reat.ng and showing over perhaps an 18 rnonth rather than a |2 )

mon*h penod then competttlon for dates wouid be rederd

: }
[

113 Jherewas a wrdcspz ead view that more. ﬂe\able approact esto’ the
dlstnut fion,of work shauld be devaloped, not instead of the current tourmg
patiarn but to-compiiment:it. . The work of this sector is highly diverse’ akd

it:makes no senseto iry and ﬁt this. wade ra"age of wcrk .nto ont, drstribut}rve
mould. TR DD DTl e AL e DLy IR0
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116... If changes in the patterns of dlstnbutlon are to be achreved then a -

e ACE must adopta more erxubte det" mtlon of tourmg that‘embraces

. F’Undmg should be used strateglcally and flexrbly rather than

't IR

114, Opportunities for longer runs in fewer venues should be explored. Long

term audience development would arguably be served as well by a
company working with a targeted group of promoters in two or three towns
and cities as by dashing around the country trying to amass as many dates
as possible. The development of sound relationships between artists and
promoters would also be facilitated by the option to work together over
longer periods of trme o

115. Changes in the pattems of drstnbutlon could not be achieved overnight.

There are financial implications for companies and venues whose income
earning parameters are often predicated upon a one-night stand tounng
pattern. However, greater flexibility at the Arts Council, a move towards an
approach which encouraged artists and promoters:to work together to
arrive at an appropriate relationship, would at least allow for the exploration
of new models for those who wished to pursue this route. At present
companies feel constrained by and anxious about the acquisition of a large
number of touring dates. ACE needs to have greater faith in the ability of :
artists and promoters to devise presentational formats which will serve

r7.both the work and the development of audiences well. ‘A - move towards
«greater flexibility would not.excuse artists of their'responsibilities

towards audience development; rather it would allow them to think

“more laterally and creatively about how bést t6 develop an’audience

for their work rather than forcing the work mto a commonly accepted
mould. -

hll SR g
EI )

number of thlngs need to happen

other models than the one-night'stand. :1t must prioritise strategic
_partnerships and quality of dates over mere quantity and advocate ther

i Iong term benefits t6 be reaped from-this rather than faIIrng mto the o
el performahce 1ndlcator” quantxty dnven trap , o "

R ) ‘:’- o

requmng alttompames to fulfrl the same remlt

Increased fundmg is required and this should be mvested in. : N
:ntrateglc partnershlps between compames and promoters (see New
odel) - e

Steps should be taken to break down exustmg barrlers between:
compames and promoters Too.often they are at loggerheads, with-
companies clalmlng that promoters do not understand their artistic needs
and. promoters-arguing that companies do-not. acknowledgeapromoters e
~Hpique knowledge of the-local audience and.hiow best to reach:them::
rUnderstandlng and honest communicatiori is required a;nctopponunmes
-~ghould-be-made-for-promoters and artists to work. togetheran: strategle’s !
that would enhance the promotion of dance. SasiSiE:
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Resources and Support Structures

117. Access to affordable space is a major problem for the sector as a
whole. Where spaces do exist they are either too expensive, or affordable
but in inaccessible locations and often cold and dirty. Space is the dance
artist’s notebook. It is essential not only for rehearsal and class but also
for ongoing experimentation and development. It is now unrealistic to
expect that Lottery funding will give rise to substantial amounts of new
space, but efforts must be made to open up existing spaces to artists in
flexible and affordable ways. Those funded companies which own or
permanently lease spaces should be required to make them available
to independent artists at off-peak times. Even artists who have
emanated from large ballet companies have not generally been supported

- in this way. Senior Independent choreographers have been generous in
. support of the choreographers emerging from their companies through -
- advice and flexibility to the sharing of dancers. One benefit of such
companies acquiring their own building base would be the ability to extend
- such relationships through provision of shared studio space. ,

118. Educational institutions should also investigate the feasibility of
allowing access to their spaces during vacations or take on e
practising artists in residence. Recent initiatives at Middlesex
University, Laban Centre London and Choreodrome at The Place provrde

. useful models that other institutions could follow. Too often bureaucratic
" and income generating considerations are allowed to over-ride flexible iise
of space. ACE and the RABs should work with clients and other '

_. . institutions to investigate how spaces which are currently under-used, ...,

“' " might be made available to artists. In London The Space Directory —. .

**“initiated by London Arts Board and housed and updated by a number o
reglonal service organisations has proved useful. It was suggested that
regional versions of this database mlght help to open up currently under-
used spaces for artists.

\: . [

119. London-based artlsts identified the need for artists’ space in central
London with studios, information and a meeting place but without a

"‘dlrected" artistic policy. Artists across the country emphamsed the

need for easy access to'spaces where they can take class, meet and
have access to resources. For some artists a building-based NDA, or.

“cafi provide these faciities but many artists do rot live niear enough to
"ﬁsuch an organlsatlon to benefit, or feel that the artistic poucy of an agency
“""".nhibits ﬂexrbie access to space by mdrvrdual artlsts .

120 The number of professronal cIasses has increased’ across the country
“Tathough there is @ gap in provision of specialist and more m-depth and

long term professional training for artists. i

121. The umbrella support organisations - Dance UK, British Association of
Choreographers, the Foundation for Community Dance, ADiTi, The Place

31 it

"slmllar aqency (e.g. Greenwich Dance Agency and Derby Darice Centre) o

Dance Services - are important resources, information points and advice
pornts for artists. Since the sector has become more fluid and less
“pigeon-holed” the particular and complimentary roles of these
organisations should be clarified, especially those of Dance UK and the
Foundation for Community Dance. As the divisions between community
and professional dance have eroded and artists move freely between the
two fields they are left unclear as to which organisation best serves their
needs. A South Asian artist living in London and pursuing both
choreographic and teaching work would ideally need to join all four of the
organisations mentioned above, an unduly cumbersome and costly
process. '

122 Many artists feel that neither Equity nor the umbrella organisations
- properly represent their views or lobby in their best interest. The fact that
the Arts Council is the primary funder of FCD and Dance UK is felt by
some to compromise their effectiveness as lobbying organisations. On the
other hand, in the current circumstances, Service and umbrelta’
" organisations are subsidised to support artists and so owe it to the
profession to provide open access to information, to co-ordinate and
. cooperate. The service elements of NDAs should be included in this.

123. The need to meet and have access to information was raised
_repeatedly during our interaction. The receiving and distribution of
~"information within a fluid and non-hierarchical structure are the key B
_‘elements of any human network. By their nature they are not mvented but
“~@volve and they tend to generate action.”

”Networklng is a way of organising rather than being an organlsatlon /tself lt is

a s:mple flexible and mutable response to complexity and difference in society
and'evolves-from the needs of individuals to make contact, exchange ideas
and work together Itis a synergy that produces a multiplying effect greater
thanthe sum of its parts; where information is the currency of self-

| empowerment, and human contact, often supported by the appllcat/on of new

technology, is the means of distributing it." . R

Networks /n fhe Cultural Sector. Prepared by Mik Flood for IE T™ and. EFAH
from ong/nal fexts by Mik Flood, Judith Staines and Nell Wallace Jan 1. 998

124." There are several usefuIIy functlonlng networks in operatnon around the
'country servrng groups of promoters managers or artlsts Such networks
"‘f"org"anlsatlons arid yet have access to ﬁnancral support in order to start up
or function well. This will increasingly include the exploitation of new
Jfechnology. Such casts might include the purchase of IT equipment, -
facilitation support the expenses for partlcular meettngs travel, og casnonal
publlshlng etc. e e e n et
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Mentoring

125. Mentoring schemes have become fashionable with funders and service
organisations in recent years. At their best these have provided invaluable
support for artists and made useful contrlbutlons to the artistic
development of individuals.

126. Unfortunately, mentoring has become a catch-all term to cover a range
of activities including informal feedback sessions, private tuition and some
forms of training. The standard and usefulness of these varies. Artists
expressed concern that mentoring is often used as a cheap alternative to
proper choreographic development opportunities. Others feel that they
have had mentoring imposed upon them whilst at the same time having

self-determined support systems ignored. A number of artists said that

whilst feedback on their artistic work was useful what they often needed
was advice from someone with an artistic and sectoral overview who could
help them see where their work might fit into the wider Independent Dance
plcture ‘ ‘ ) .

127. The Foundation for Community Dance is currently conductlng a . .

- _research project on mentoring which takes a broad view of the possible

; ‘j supportrve roles of a mentor. The aim here is not to pre- empt or duplicate

“this research. However, our consultation gave rise to a number of
thoughts about the future of mentoring schemes which are included here
_for consideration by both the funding system and the wider Independent
Dance sector :

+ mentoring schemes should be initiated by the individual for whom
.-.the mentoring is mtended in discussion with funders or others
o where approprlate , .

o “a system for matchmg artzsts with someone who can hnlp them qaln
an overview would be w'de!y apprecmted we
°..a brolfersng system could form a condwt between mentors and
artlsts : S - -
., dlstmctlon should be drawn between long-term mentormg and crhort-
term feedback sessions — both are useful but they dlffer in purpose and.
outcome . - . R _ o AI_, s NN
./. admamstrators and other professnonals e\(pressed mtorest m access
T mentonng and professmnal support schemes P 7 ' S ?

ST T

Pl

&b’ n\en(cnng requrres & oornmltment of tlme from both mentor and mentee In
a sector with a large freelance constituency time often reqtirés monéy.
Financial resources for mentoring may not be a priority for many
organisations at present but this being the case it is important to
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recognise that mentoring opportunities may, therefore, remain
limited.

Dance Management

128. The term Dance Management is Used here to refer to those individuals
who provide managerial and administrative support services to artists,
_either within the context of a company structure or on a freelance basis.

129 Clare Cooper's report - Freelance Dance Managers in England -
provided useful background information and its ‘contents inform this section
of the report. It is clear that Clare’s report raised many important issues
about administration in dance and the funding bodies are acting on some
-of Clare’s recommendations. However, the consultation process for the

~Independent Dance Review raised a number of issues from dance .

.. _managers and artists and these are included here to suppIement the

o f ndlngs contalned in Clare Cooper’s report.

130 Dance Managers provide an essential support service for artists.”
Artists at an early stage in their careers are frustrated by a lack of .
admlnlstratlve support whilst those at a later stage who are supported
‘ ferther by full time administration or access to part time support emphasrsed
- its essential role in the development ‘of their work. A successful I6ng-term
_partnership between an artist and a manager can be a catalyst. for
fﬁ'ﬂsuccessful artistic and/or company development e.g. Matthew Bouriie and
-Katharine Dore, Mark Murphy and Suzanne Walker. A sound managenal
structure can also contribute to the economic stability of an artistor
_ﬁ_oor_.npany by acting as an agent for.other work

131. “The sector benefits from a handful of senior lndlwduals some of whom
are working for the fixed-term companies and others who are providing
artists’ management services on a freelance basis. These key managers

. 5ghould be Aurtured. They should be enabled to: ‘develop lndrvrdually -
tailored training packages which might include mentors from-or work
placements in other industries. The lack of experienced managers
leads to a:recurring crisis whenever a post falls vacant.  The néed to’
address this in the short term has inhibited the creation of a'longer
term strategy to both develop and retain senlor managers w1thm the

1Y Independent Dance sector. ‘ : ‘, ot

1 32 As there are only a handful of hlghly expenenced managers many -
companies and artists are without appropriate administrative support or are
.~ foreed to appoint an inexperienced individual on the basis that they wile  »
train them up for the job in hand. The general- perceptron is that many-of
these less experienced people acquire useful training in dance and then

.+ ove on.to higher paid.and- hlgher status- posts n other artforms or out srde

the arts sector altogether
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133. The lack of large full-time companies in the Independent sector forces
managers to throw themselves in at the deep-end without the support of a
structured and resourced training ground. This gap should be
acknowledged and ways should be found to provide different forms of
on-the-job training for Dance managers, fundraisers and publicists.

134. Compared with other artforms Independent dance is under-resourced
administratively. Not only are experienced administrators rare but most
companies are being run by one or at the most two permanent ¥
administrative staff. This inhibits development as the day to day workload
always takes precedence, and takes its toll in areas such as international” ;
touring. The British Council finds the touring of dance labour intensive as it
has to provide significantly more hands on support than it would for
equivalently sized drama companies.

135. There are inherent tensions in the relationship between artists -
and manpagers which should be acknowledged even if they cannot be
immediately resolved. The disparity in pay and conditions between
artists and managers is a source of disquiet. Because there are few :
experienced managers they inhabit a buyers market and whether salaried
or freelance are remunerated better than artists. Most artists usually work
on'short-term contracts on poor pay and experience large parts of the year
when they are out of work, working without pay or working as something
other than an artist. At the same time managers are often over-worked
. »-and under-valued, with too much of their time spent servicing the needs of:.
funders. Their pay may be better than that of artists but it is low in the-:
. general scheme of things. Most managers carry heavy workloads and; -
many experience burnout and ill health as a result. The tendency of some
. artists to take their manager’s for granted adds to feelings of low statl IS,
" and lack of seif-esteem. .

136. Future models of managerial support should be flexibie and

predicated on the notion that management requrrements are drlven -
by the essential needs of the art: o o
artists should be in a position to choose whether fuil-tlme part-tlme
or shared managerial support suits them best. They should also be

“free to choose un(,o*lventlonal othbth'eS or manage thermelves lf thrs Is

. their chom,e

‘the sector should move away from the notion that a fuii-tlme

,company s structure is something to which ‘every artlst should asplra

- .the potentlal for dynamlc partnershlps between artlsts and managers
“’to act as catalysts for artistic development should be recogmsed and
valued throughout the sector «-

the notion of erX|bIe pools of admlmstratlon mto WhICh artlsts could

dip sheuld he. ewplored

svant Do Dyiny b e omr g A a s
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management should be accorded appropriate status and reIreved of
the low status and time-wasting aspects of jobs. :

Politics, Profile and Advocacy

‘Advocacy is primarily a political activity which involves the judicious use of
appropriate information’ - Taliruni’s Traveller's — An Arts Worker’s View of
Evaluation by Gerri Moriarty :

137 " The Independent Dance sector is a success story but needs urgently to

- *get out of the ghetto” and place itself in society: to broadcast its
achievements, sell its wares, and communicate on an equal intellectual
footing with other contemporary artforms. At present it is too insular, talking
to itself rather than the wider world and so failing to advocate effectively on
rts own behalf.

L‘v

138. With the greater flexnbllrty in the use of Arts Lottery fundmg on the

horizon, the Arts Council should ensure that it emphasises the

- importance of artists - the software, as well as the hardware of

" capital requirements. If the aim of Lottery funding is quality access and

1

“'wide participation this cannot be sustained without Iong term mvestment in
professronal artists.

- The sector is in need of detalled information - figures and case studies -
to back up its arguments. Data is collected by funding bodies but targe -
parts of it are rarely analysed and it is often gathered in ways which make

“ useful comparison difficult. The funding bodies should investigate

mechanisms for collating this information and feeding it back to the
profession so that the whole sector can use it as an advocacy
resource.

140. Dance needs powerful advocates in all spheres, within the

profession, non-artists as well as artists, and also through identification of
,.Its supporters outside the field. Dance should be contributing to ongoing
mtel!ectual cultural and polltlcal debate but is frequently overlooked and
seems to. lack. lntellectual credibility and. prof ile.in the. Wtder arena,. desplte
the respected thinkers within its ranks. Too often Dance seems to.be..
arguing its own tiny corner rather than contributing on an mtelhgent level to
a wider debate, both.in this country and in Europe.. : ;

141“ " Links should be made with key organisations to énétSlé'o‘anéé"to

take a more active part in initiating and contributing to fora for

" “cultural debate e.g. The Royal Society for the Arts; The National rhéétre

142. Dance needs to wake up to polltlcal reahty a1d dew e.:‘-a' ccherenti

the Royal College of Art. etc. Opportunities for debate within the
profession, like the ACE open meeting for Dance should be used for
senous hlgh qualtty debate to move the form forward

LT SIS IR R

strategy to influence government thinking in the short and medium term.




Appropriate arguments need to be found to support its case, to raige
awareness of its importance and ways explored to translate these into a
language that will be understood by politicians with a populist approach to
the justification of the arts. In many significant ways the work of the .
sector sends out ripples that reverberate through society, connecting
with a wide range of people at various stages in their lives. These
experiences need to be harnessed and used to good advantage.

143. ‘The Dance service organisations are making some vgluable inroads
into the political domain and advocating for Dance, but thi§ needs to be
undertaken in many ways, at all levels and in a more public arena.

‘An advocacy_.‘stré‘fegy thét éssumes decisions about po.Iicy.and. resources are
based solely on sober evidence and scrupulous evaluation is worthy, but not
worldly-wise.” .

“On onie occasion, | was trying to persuade the local authority to invest in the
wgik‘of'OUF organisation. The chair of the Education committee, a f_onn/dable
woméh,, with a reputation for regarding spending on the arts as a sign of a :
weak mind, announced she was coming to see the final stages of our summer
performance work. She came, she watched, she talked to local parents and .
young people, she was convinced, the grant came througﬁ. | could have R
proyided statistics, performance indicators; assessments til the cows come
home. They would probably have helped her understand the price the Ioc_q{
authority was-asked to pay, but | doubt it would have helped her to see the
value they were getting:” Coe A .

Tallrun/sT (a\kellers: An An‘s Worker's _V/_TéW of EVaIuation by - Gem Moﬁa"rl:y

144.” One NDA director spoke of their experience of trying to build a _
. constructive relationship with a councillor who appeared a little cool. On:
6’ﬁé,o¢casion when he was obliged to talk to artists after the show, he had
"’iw"':é‘hﬁ'O‘USly,asked for guidance about the work he was watching,;How often
~ do we misinterpret lack of confidence and diffidence as lack of interest?:
s "'We should have greater confidence about engaging politicians in our
work rather than adopting a defensive or commutative stanc_:e AT

145. . The present government makes substantial use of think tanks:and: -
““focus groups in the development of its policy. Dance should targetthose
who influénce its thinking and decision-making in this way and ensure- ..:

coverage and inclusion in the key intellectual press and journals.

B ST
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146._ Niuch of the advocacy work described above requires a coordinateds
rs%rateglclapproach A Task Force should be set u p-,;,possibl‘y_~.f¢a;cl_lltated
by Dance UK and Foundation for Community Dance; and chaired:- by a
senior member of the profession which could plan-a cohzrent approach
“dimed at maximum impact by the fime of the next election. The-advocates
‘and thinkers within the sector, and its champions outside, could:be - i+
"Rargeted and properly briefed to undertake specific tasks.on the sector's;
“‘behalf! In addition a briefing pack could be made ayalable to enable them

| Y x

to represent the sector in an informed manner when they are approached
individually.

Marketing

147. There is a general agreement that Independent Dance needs to do a
better job at selling itself. Dance should take a positive approach to raising
its profile, vaunting its glass as half fullin terms of artistic achievement,
rather than half empty in terms of resources. There is a buzz around the
‘new’ in the media: Since the foremost characteristic of the sector is its

= wealth and diversity of original work, this aspect should be exploited. The

-sector does not have a great deal to spend on marketing, but it was
suggested that a ‘blow out’ to sell the ‘brand ‘of new Dance work
might be a good investment.. This might be implemented by the London .

“Dance Network, working with a Business in the Arts placement or by one

“'of the Regional Arts Marketing Agencies. A large one off sum should be\'_,}",
spent on a proper commercial advertising campaign for a significant dance

~-performance or season and its impact properly assessed and monitqrecj.

148. The consultation raised emotional but contradictory debate about the
images used to market Dance. Some, mostly from the regional promoteirs™
standpoint argued that Dance should exploit beautiful Dance images sinic¢e*
these were its strength and were effective in attracting an audience. The™»
touring Department at ACE concurred that Independent Dance compariie&:
should be aware that they are trying to appeal to a wide Dance audience.

. Others argued that Independent Dance is so diverse that it should try to ~*
honestly project the particular qualities of each company or piece since it is
misleading to do otherwise. To market a heavy issue-based piece as 7
beautiful dance creates the wrong expectation and can put an audience off

t-returning. There is significant evidence from TGI data that a ‘contemporary

"arts™audience exists and for some companies this might be a more ™’
appropriate target. Those marketing Dance, however, are very aware that

-it has a large first time audience but fewer return attenders. There are’
many suggestions as to why it should be so difficult to entice audiences’
back. Some feel that provision is too sporadic, others that work is A
marketed in a misleading way which creates the wrong expectation, others
that Dance presented without adequate preparation and development.,”’

leads to disappointing experiences for audiences. e

)

149. At the same time many artists reported positive feedback from new ... ,
audiences for their work." It is clear that some first time attenders approach
“dahceé performiandes with treépidation and are then pleasantly surprised.
- wsee’Appendix 3 for an example of this). There are a numbér of long *
“standing complex issues surrounding the marketing of dance.” The
*forafor debate amongst artists, promoters and ‘company managers
initiated by Mahagemert Liaison Group and the Touring Department
at ACE wilt Hopetully provide useful first steps in moving forward on

“Some Of these issues.




150.  The marketing of Independent Dance is considered as often formulaic,
unimaginative and untargeted. Artists need to become clearer about
communicating to their audience through their copy and programme notes.
Frequently the pressures to produce copy before a piece has even been
made exacerbate the problems around this process. If the time cycle of
making work can be made more flexible, and work is able to live for longer,
some of these problems should be solved. Open communication needs
to exist between artists and marketing specialists/promoters with a
mutual respect of their different areas of expertise. It should be _
possible to communicate to an audience without compromising the work
itself.

151. There is scant coverage of Independent Dance work in the press,
except for the most established festivals and companies. The level of
criticism was generally not considered to be high, with a few notable
exceptions, and it was considered that critics should have a responsibility
to be knowledgeable and informed about what they review, enabling them
to act as advocates for Contemporary as well as Classical Dance.

152. Dance needs to make more and better use of the media, especially
television. There is a widely held view that recent experimental film and
video schemes like Dance for the Camera have done little to develop
audiences for live work, nor should they be expected to do so. Their

' promotional value lies in their ability to draw a huge new audience of

: . viewers (e.g. 1.6m people watched Rosemary Lee’s green man), many"

- experiencing movement based work for the first time. This all helps to -
generate a greater awareness of Dance in the popular imagination. '
However, 10 year ago well documented stage work was a regular feature -
of TV programming. This proved a valuable marketing tool and increasad

- the longevity of successful work. The advent of Digital TV, with many new
channels looking to fill airtime may provide a welcome new opening for -
Dance screening of all kinds.

153. The introduction of art-dance to club setiings, for exampie the intrusion
-of movement jockeys onto dance floors by shinkansen «nd coilaboratiofis
“between DJs and South Asian dancers have helped to build bridges . -

between art and social dance. - S Sl

154.. In other ways Independent Dance is moving beyend theatre settings:
and finding ways to connect with different audiences. Given the eclecticism
of existing work and its context, let alone future developments through new
technologies Dance has huge potential to reach out to an even wider
public. Again this needs to be used as a marketing opportunity for the form

as a whole. Since work of a site specific nature cannot frequently be toured

and therefore has a limited life-span, the more imaginatively these
experiences can be documented the greater their impact and the more
long term benefit they can have for the profile of the form.
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International Profile

“The last few years have seen an enormous boost in the confidence,
creativity and profile of British dance artists. Right now the future looks good
for many of our most innovative choreographers and outstanding dancers, as
invitations continue to arrive from around the world, and international
audiences continue to get excited about the wealth of talent, invention and
virtuosity British Dance has to offer.” '

British Council Magazine (January 1998)

195. The international profile of much contemporary British work should be
‘exploited in raising the profile and status of the sector. British Producers
- and promoters who frequently travel to see international work should also
. have a brief to be ambassadors for British work. Several British artists
have gained an international reputation and earn a considerable part of
their income from overseas work. This reputation, the co-commissions
- and touring, should be recognised by funders, and their assessment
of a company’s programme should acknowledge international dates
even if they do not form part of a funding agreement. o

156. At present the funding system encourages and supports the import of
foreign work and artists to this country, through International Initiatives, the
Arts Council's Touring Department, Visiting Arts and programming support
to individual promoters. For example, The Place Theatre spends its

~programming subsidy on fees only for foreign work. British Companies:

- dsing Spring Loaded as their national showcase have the insecurity of a

.. box office split rather than a guaranteed fee, where they would not accept
this risk anywhere else. : ' : T

157. The bias towards incoming International work should be
- redressed with more proactive funding support for touring and
-partnerships abroad. The British Council has been crucial in facilitating

the foreign touring of British work and promoting it through support of
showcases for foreign promoters. Its work, however, relies on the Arts -
Council’s funding to make the work and sustain the companies if tours. In
financiat terms it is only able to be responsive to requests made to it from

.abroad, rather-than.to proactively promote British work. o o

N
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Funding

158. There are indications that a mixed economy is beginning to develop in
Independent Dance. For example:

* Adventures in Motion Pictures’ recent commercial success in the West End
and on Broadway

* One or two artists’ involvement in TV commercials and trade shows —
Gandini Juggling Project, Jane Turner, Wayne MacGregor

» Choreographers working in Opera — Aletta Collins, Vanessa Gray, Kate.
Flatt, Gaby Agis

* Significant Film and TV work for artists such as Lea Anderson and Yolande
Snaith

» The expansion of the Jerwood Choreographic Awards to include
Independent Artists.

159. However, whilst such opportunities may provide useful additional
personal or company income they rarely provide artists with an income"
which can support their ongoing creative work. Dancers also gain short

~ term employment with national opera companies but except on the rare”

- ‘occasions when they are glven sol0|st status these wages are poor.: (see
Ewdence section)

160. ln recent years RABs have struggled to provide securlty to more
f establlshed regional organisations by placing them on fixed term funding
2012 agreements. Done in a context of dwindling treasury resources this has
had the effect of reducing flexible development funds significantly in many
regions. During our consultations at least four RABs reported that they:
had only £20,000 of flexible funding available. This lack of development .
-funds at RABs leaves artists aspiring inappropriately for ACE fundlng as
}i:'the only body wuth S|gn|ﬁcant financial resources on offer.

16 LocaI Authontles are significant contrlbutors to the. lndependent Dance
__economy Whilst it has not been possible to gather comprehensive -
figures during the course of this review the funding questionnaires which
were returned by 160 companies and individuals provide an interesting::
illustrative overview of Local Authority support for the sector over theilast
five years.

162. 63 of the 160 respondents indicated Local Authority support of some
kind on their questionnaires. This ranged from a one off payment of £200
for a specific individual project to annual support of over £80,000 to
Kokuma Dance Company.

163. The main recipients of Local Authority support fall into three broad
categories: national and regional dance agencies, individual artists
carrying our specific projects and animateur-type work.

164. The support to national and regional dance agenCIes is particularly
significant. Examples include: o

4 L

Cheshire Dance Workshop 428,71 5

Greenwich Dance Agency 589,541
Suffolk Dance 20,436
Shropshire Dance : 32,750
Essex Dance - o , - 178,000
Dance 4 : ' ' B 83,948

‘All figures given are totals for the five years 1993/4 to 1997/8.

165. Only five of the performing companies who responded Carousel
Motionhouse, Irie!, Ludus and Kokuma lndlcated Local Authorlty support at
significaint and ongoung levels. _ T

166 In total Localﬁuthonty support to the lndlwduals and organtsatlons who
.. responded to the questionnaire amounted to £3,324,247 for the five years
"~ 1993/94 to 1997/8. Local Authorities remain key supporters of -

Independent Dance despite the intense pressure on local government
spending in recent years and the volatility brought about by changes in the
;structure of local government. It is worth noting, however, that Local
Authorities would appear to play a relatively minor role in fundmg the
»work of the major performing and touring compames of the R
Independent Dance Sector : - . ~ R

167 Whilst there are some good examples of compllmentary support from
other sources the sector is very-heavily dependent upon the Arts Counil
for its survival. This places the Dance Department at ACE in a position of

~-unusual responsibility. The lack of a thriving mixed economy, coupled'
with Dance artists’ need to engage with their art on a daily basis- to
maintain and develop their craft, requires the Dance Department to

consider the day to day welfare of artists in a way that thelr o

‘eolleagues in Drama and Music do not have to. ' s




The Arts Council

Broad Areas of Concern

168. The Independent Dance sector is aware of the difficulties that have
beset the Arts Council in recent years and the pressure that the decline in
Treasury funding and the mtroductlon of Lottery fundrng has placed on paid
staff and advisers. :

169.  The lack of a well developed mixed economy in Independent Dance
places the Arts Council Dance department in a position of great
responsibility. - In an ideal world it would. be just one source of funding . '+
which individuals and organisations could approach for particular and
appropriate projects. In reality it is the only significant source of funding.for
the creation of work and the ongoing sustenance of the companies which

. make that work. This coupled with the Dance Department's reluctance to

- fully appreciate the scope and complexity of work within the sector and the
lmportance of those elements with which it does not have a direct funding
~ relationship leaves the profession feeling unduly deferential towards the :
Dance Department.

170. .Theére was a widespread view amongst artists and others that the --

_ Department is not serving the sector well at present, not just in terms of-

“‘ funding but in its general attitude and approach. The Dance Department
has responded to the financial pressures imposed by government in recent
years by creating tighter parameters around funding and imposing more-,

. stringent monitoring systems. As the Department has become more: . - -

beleaguered it appears to have retreated behind a bureaucratic screen..

171. " There is a widely held view that the Department is not operatlng as an
effective team, that the skills of individual officers are not harnessed to
best effect. Moreover, officers are not always sufficiently experienced to .-
engage in dialogue with clients on an equal basis. Mature artists and . .”
experienced managers feel they are often discussing complex issues WIth

_people that know substantially less about their area of work than they do,

"“The confi dence of officers is undermined by this situation and this has, the
effect of throwing officers onto the defensive in thelr deallngs thh the
sector. ' ' :

172. The Department should be able to fulfil an effective advocacy role for
the sector but it is unabie tc do this as'it lacks gravuas

- .'.'-..?

17312 Artists feel unable to have an open dralogue with' Officers. They feel
that their views are not listened to or valued, that théy cannct discuss past

work or new |deas freely and honestly for fear of jeopardlsmg thelr chances _.

of; fundlng

174. Mature artists who had not recently applied for funding reported that
they were often spoken to as if they were young artists with no experience.
The Arts Council must acknowledge that people may wish to engage with
the funding system at different points in their careers and not assume that
someone who has not applied for funding recently is automatrcally a new
or emerging artist

175. Thereis a culture clash between the patriarchal and formal approach of
the Arts Council and the free thinking and flexible approach of many of
those working in the sector. This further hmders communication between
the two sides. :

176. . Recent years, partlcularly since the lntroductlon of Lottery schemes,
has seen a growing obsession with monitoring. Moreover it is the wrong
- thlngs which are being monitored .The system for monitoring the work itself
1is deeply flawed. The systems for monitoring financial and managerial
. performance are complex and excessively time consuming for both funding
.. officersand clients. Monitoring does not make better art. The current
- heavily bureaucratic systems should be replaced by relatlonshlps based on
trust and open dialogue . o

177. The Dance Department might find ltself better able to handle the
pressurised funding situation if it took steps to develop a more honest
dialogue with artists. It will have to continue to take difficult decisions and

“would find it easier to justify these if they were taken in the context of a_

i -clear strategy and with the reasons communicated clearly to artists. Our
consultation exercise found the sector ready and willing-to engage in -
constructive discussion about its future The Darice Department should
build on the'channels of communlcatlon it has opened with this -
Review and draw on the energy within the professron as it develops ®
‘a strategy for the sector’s future. co e e §n b

178" Tne independent Dance Sector artlculated very clearly what it 'wants
.from the Arts Councul s Dance Department ' e

o _a strategy that states what ACE will and w1|l not fu nd and why Thls
“should mclude a clear statement of the fitness for purpose of each
funded | company (regularly funded and project) and what they, are
funded to do

e an overvuew of the sector whlch acknowledges the tmportance of
things it does not fund

* flexibjlity and responsiveness to the needs of- mdlwdual artlsts rather.
3.,‘than fmdmg them problematrc n e e e ) A

. Leadershlp |n those areas where |t IS approprlate for ACE to have
leadership — e.g. negotiating with the Department of Employment over
changes in the benefit system, collection and collation of statistical
information, lobbying on the artform’s behalf, accessing new sources of




funding — and a hands off approach in terms of the day to day running of
organisations

e An open dialogue with the sector — an improved ability to listen and
reassurance that up front debate will not jeopardise an artist’s
chances of future funding

¢ The confidence and knowledge to take tough decisions when these
are needed.

Advisory Systems

179. We are aware that any discussion of ACE advisory systems takes
_place against a background of change throughout the Council as a whole: .
- Comments offered here are naturally on the current system and v
- suggestions for development offered in a way that, we hope, can inform
. the development of new structures as the whole system undergoes
change.

180. As many artists in the Independent sector are heavily dependent upon
Arts Council funding for their survival, they want assurance that the
decision-making processes that inform the distribution of these funds are
rigorous and clear. The systems may be clear to those involved in _
decision making but they are far from clear to the sector. Moreover, there
are idiosyncrasies in the current structure which should be addressed as -
new advisory processes are developed:

181. The need for the Dance Panel to be “representative” has been |
“interpreted in a tokenistic way, with individuals being appointed as much
- fer their ability to represent a particular area of dance as for their skills and
experience. For example, South Asian artists expressed concern at the
fact that there was only one voice for South Asian dance at the Panel and
=i that if the individuzi concerned was unable {o attend a particuiar meeting -
i-then there was nc obvicus voice atall. - N

182... Betause tha Panel comprises a relatively small number of people -
representing specific areas across a very wide field thie common: =7 <«
understanding between individuals on the Panel is limited. The inevitable
gaps.in-representation mean. that the Panel’s collective'knowledge does

- inet amount to-an overview of the Dance world and the. quality of debate:is

+ limited by the lack of ccmmon understanding between Panel members

e
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183. There are too few artists involved in the advisory structure at lPanleI VQr

Developmant Adviser-level = . siseo e aonn SR
1822; ; Thébéiéhcé of pdwer'bet'Wéé'nﬁlDevélb;ilrhgani«Adv%sers"dndzthe- Panel is
uncomfortabie. Artists want decisions about their work to be made by
n:/people who know and see that work. Their perceptionisithat this <17
~ expertise exists at Development-Ldviserlevelip:8 greaterextent thaniits

does at Panel level and that time and proper consideration is given to
applications by Development Advisers. The fact that these
recommendations can then be over-turned cursorily at Pane! leaves artists
and Development Advisers feeling powerless and frustrated. The Drama
and Combined Arts Departments’ systems, where a separate projects
committee is empowered to take decisions is clearer and ensures that the
people assessing applications are those with an in-depth knowledge of
artists’ work. ‘

185. Our discussions with Panel members and development advisers
indicated that whilst the principles of where decision-making authority
rested are clear, the implementation of these principles is confused and
confusing

186. The current system is too easily swayed by the strongly held opinions of
one or two vociferous individuals. Many people feel that success within the
current system is dependent on one’s ability to lobby the right people rather
than one’s artistic track record. Whether or not this is true the perception
is damaging. '

187. - The New Model section of this report sets out some ideas for the =
development of the Arts Council’'s Dance Advisory system.

Show Reports

188. There is concern throughout the sector about the current system of |
reporting on work. Greater honesty about how far show reports really:;
effect funding decisions is required. Either they are a critical factor

-.-in which case the system must be improved or they are not in whi:h
case the system should be abolished. o SRS

189. . The difficulty of trying to run an effective system on a voiuntary basis is
understood but even within these parameters there is room for discussion
about how the system might be improved.. The New Model section of this
report autlines some-ideas for a-different approach to show reports vshich -+
tries to address:some.of the concerns raised by-artists:. .. .. oo

L AR
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e Th,é‘@anor:fyfnity:-of-rshow repods is problemétic. :,A'rﬁsyts ﬁéed rté,,.ﬂhéve?a*z';-'

- sense.of where the:writer is coming from and the anonymous nature of the
process .absolves the writer of giving full consideraticn to the way if-which
they express their views
L o Lok s v a0 ety sl s e e e oot T B BT

» The pretence that show reports in their currentform-afe useful to arists’

needs to stop. Overwhelmingly artists feel that they are rarely useful and

. toc:oftentactively damaging .20 oo a3
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o The use of a:single'systemito gather views on-everyone frém the ‘emetging
artist straightout of college. fo-the: seniérichorecgrapher - with 25 years!
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experience is clearly inappropriate. A more flexible system which
recognises differing stages in an artist’s career should be developed

» There needs to be a greater sense of this kind of assessment being done
with rather than fo artists. A system which allowed artists more of a say in
the way a particular project or body of work should be assessed would not
necessarily result in too “soft” or subjective a system

» Greater emphasis should be placed on the quality of reports received
rather than the quantity.

Fixed Terrh Clients

190. Most fixed term companies have an artistic director and management
structure which is year round. The creative activity, however, and :
employraent of dancers takes place for only part of the year (see Evidence)
It is clear that the fixed term funding system has provided an appropriate
support mechanism for the generation of artists who were developing at a .
time when they were able to benefit from it. The artistic directors we spoke

~to felt that it had provided them with ‘a supportive company structure .
-+ without which they could not function. In some instances this structure is
an important mechanism for generation of additional income.  Lea _‘ a
-Anderson, for example, explained how The Cholmondeleys -and
- Featherstonehaughs. office acted as an “agency” for other work, the-
income: from which contributes to the overall company finances. S

191. '{ 'Mos_t felt that fixed term funding had been offered to them at the right’
time in their artistic careers, that it had been supportive rather than =~ .
cdnStraining. -However, many also spoke of the pressures of having to:: 3

- change rapidly from a small project funded company with little in the way. of
~ a formal structure tc a fairly large and formally constituted organisaticn: B
- Tﬁéy'felt:that;t.he Arts Council did not-acknowledge readily e_noughfth,e:
' 'eﬁorfnity of this task. The casualties of the process were often those ... .=
managers and administrators who had developed with the artist andiwho o
*shouldered the burden of the structural change. For Black Dance -a‘rtistg
the difficuliy of this situation is compounded by the lack of suitab‘ly e
experienced and knowledgeable managers, leaving the artistic director to
shoulder the burden to.the detriment of his or her creative work.:: .=

192, Some fixed term companies felt that their relationship with the Dance
Department was positive and that they received supportive and h.elpful- '
advice from their lead officer. However, they comrmented on the intrusion

of a bureaucratic screen in recent years and felt less able to-maintain an .+

open dialogue — to talk about future projects freely — than they had_ beenw
abletointhepast.. . . ..l e el onal s
193" Their distance from the Dance Department’s. advisory structures was:*
noted and some felt-that their artistic and financial security.is heavily- .15
dependent upon their rétationship with, their lead, officer.. This has begome

ey

more of an issue as the Department has appointed less experienced staff.
The situation leaves them feeling vulnerable and they questioned the
extent to which the Panel’s overview includes them and their work.

194.  There was widespread anger about the A4E scheme with companies’
feeling that their expectations had been raised unrealistically. Those who
had invested weeks of time making applications in good faith only to have
them rejected without adequate explanation were particularly adamant
about the extent to which the scheme was ill-conceived and mismanaged.

195. From the perspective of those who are not in receipt of fixed term
funding the glass ceiling between project and fixed term funding is
anachronistic and damaging. There is huge frustration amongst those
artists who have been receiving project funding on a regular basis and can
see no prospect for the future but a continuing annual cycle of project
applications. There is frustration too that fixed term funding is not in

.- practice “fixed term” so clients do not move out of the portfolio after a
period of time, leaving room for others. .

196. . The vision of creating a gradually increasing portfolio of regularly =
funded dance companies was realistic at a time when Treasury supportito
the Arts was increasing. In a time of declining support this vision has left a
complex legacy to which there are no simple solutions. “Fixed term” : . =
suggests time-limited support and implies that there will be progress.on to
something else or that artists will naturally stop wanting this support after a
period of time. ‘In Dance the lack of a mixed economy.means thereis .
nowhere for most companies to move to beyond fixed term support (AMP
being the notable exception), leaving a log jam behind which a growing - “f
number of project clients stack up. Across the funding system generally-
the only situations in which regularly funded organisations are dropped -

.-from a portfolio are when they run into extreme financial difficulty or whén a
funder-driven review process raises concerns profound- endugh to justify
change.. Both these situations are negative and cannot form part of proper

strategic thinking about aportfolio.:
197Thenewmodel p"ropos,,e:d in this‘:re*port secks to a:ddre%ss’sbime”-of
these issues:in the long term by cr‘e‘atingia‘systém-Whic‘hziis'~‘mpre?-> :
flexible. It-retains time guaranteed funding but is‘basad on the -9

notion of fluid movement between funding categories rather than'a:
ladder with fixed term funding at the top.

R
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* There is no question that the Arts Council Dance Departitieht has beéh*
under increasing pressure in the area of projects, as development moneys,.
failed tokeep pace with-a‘séctor which has incréased enormously iy size "
and diversity 2 ' Rroject funding” served-a dféi?ett_“jﬁi’n’gfsieq_::‘,t‘c}:f-"r_felliai‘iyéiy“ el
butis wholly inadequate tomeet the néeds 'of a mature séctor. At fhe .~

~
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same time budgetary constraints have led to a situation where the one
great virtue of project funding — flexibility — is no longer possible. £750,000
to support so vibrant and diverse a sector is clearly inadequate, more
money is required to address this sector’s needs in the longer term. At the
same time an overhaul of this area of work is urgently required to
arrive at a system of support which recognises the maturity of the
sector and some of the individual artists working within it and which
acknowledges the varied working practices and approaches used by
these artists. The New Model section of this report offers some ideas for
such an overhaul derived from discussions about the best way of resolving
some of the issues set out below:

Funding for dance implies a ladder of progression - from no funding to RAB
support then on to ACE project funding and finally Fixed Term status. - This
might have been realistic in the late 80s and early 90s but is no longer
achievable under current constraints. Funding should be reformatted‘in
more flexible ways to (a) get rid of this sense of a ladder and (b) recognise
the widely different approaches and working practices of artists

‘Ményv'CIients are RFOs by another name - e.g. Jonathan Burrows, :
Motionhouse, Ricochet, Small Bones - in that they receive project funding
each year and use it to support an ongoing programme of work rather than
execute a single project e
The distinction between these companies and the Fixed Term funded .
companies is becoming increasingly blurred in terms of their profile and:the
scope of their activity. | S E R PR

Whilst standstill funding scenarios have been problematic for companiés;
uncertainty about funding from year to year is a greater problem -

. -hampering artistic development and giving rise to-many missed =~ .5~
.opportunities. A number of companies and artists we. spoke to said that':
‘knowing they had say £15,000 every year for three years would be:more'
useful than receiving say £25,000 one year and not knowing about future
Energy and resources have been invested in the suppart-of-emerging work
because it is relatively cheap.

Project funding is formuiaic, suiting only those artists who want to make a
new work over six weeks and then tour it usually on a hit and run basis for>
as many dates as possible, or those who want to undertake a specific R&D
or site specific project. Criteria should be redrafted to give artists RERSL
permission to work in more flexible ways o
The move from two déadlings a yeéar to one'may maké sense fromi'the ‘Arfs
Council’s perspective but is unhelpful to artists and a
of the system

Ty e e Tt T e e T ey e
RO e oY v D

»

» The practice of offering less than asked for compromises funder and
funded. ACE should be bold — offering grants as requested or rejecting a
project outright. Until this happens artists should have the confidence to
insist that they do less for a smaller grant and in extreme situations give
back inadequate grants and refuse to do the project

* Project applications should be assessed on the basis of an artist’s entire
- track record not only on the success or otherwise of his or her last piece or
the quality of the written application

* The long gap between recommendation by Development Advisers and
ratification by Panel is problematic. It creates an excessive period of
- uncertainty for artists and adds to the perception of unfairness by leaving
= the door for lobbying wide open ' '

e Many artists reported that when they asked for clarification on reasons for
“rejection_they were given stock answers based on the criteria rather than a
genuine flavour of the discussion of their applications. On the other hand

some artists recounted indiscretions about discussions which should have
remained confidential. o B

Delegation

198. There is widespread concern amongst companies and artists about™

~.delegation. This was one area in which there was no overall consensus:
The sector was aware too that the degree to which it is in a position'to -
influence what happens is limited. Broadly speaking the sector feels that
the-following principles should apply to delegation: SR

 National companies/artists —i.e. those whose work is regularly seen-across
the country-and abroad ~ should be funded at a national level regardless-of
theirscale . . " - S SRR S

« RABs should be financially empowered to support the work of artists in
their regions and the Arts Council should support a small portfolio of ,
.national artists preperdy. = . ¢ - o0 s i oo

Capital ..o .

199. The capital Lottery scheme has givén‘ rise to éome n'é'vv}d‘evelrdp-rhenf.s‘l,
Which will benefit the Independent Dance Sectore.g.. - o e

noanf s

* The development of Yorkshire Dance Centre
¢ Derby Dance Centre '
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and has enabled a number of fixed term companies to improve their technical
and office equipment.

200. To date the Arts Council has made capital awards totalling £99,774,239
to projects which include dance within their overall remit. Of these, awards
totalling £45,847,377 have gone to specialist dance organisations or
projects where the facilities will be predominantly for dance use. The
Lottery capital scheme has evidently made some exciting contributions to
the development of the Independent sector but its impact on the day to day
working life of artists has been marginal. There is frustration that it has
not been possible to use the capital fund for the widespread
development of much needed facilities such as well appointed and

affordable studio space.

- A4E Main Scheme

201. | Dance organiéations have received 26 Main Scheme Awards totalling
over £3.8 million.

202 " The concerns about A4E Main Scheme that we encountered are thoée |

that have been widely voiced by the arts community in recent months:

e That the upper limit on grants was too high given the level of demand and .

__f'th_a't as a result too few awards have been made to allow for real impact

o %hﬁét the requirement for activity to 'befv additional has been problematic for
_organisations struggling to deliver a core programme of workon . -
~ diminishing funds

* The exclusion of individuals from the scheme fails to recognise the way
much art is made and has disadvantaged artists from a range of disciplines
including dance

o That the access critena have been crudely applied, limiting the fund’s
potential to support significant artistic developments

e That the monitoring requirements are ludicrously complex and
burdensome, wasting time and human resources at client and Arts Council

level.

A4E Express

203. Of all the Lottery schemes A4E Express has had the most tangible
impact on the independent Sector, mainly because at the stage most
applicants for the Express scheme are at a small investment can make a
significant difference.

St

204. 339 A4E Express awards totalling £1.412 million (6.6% of the overall
AAE Express total) have gone to dance organisations. These £5,000
grants have allowed many emerging dance companies to consolidate early
wo'rk with a relatively well funded production. Community groups and
artists’ networks have also benefited, giving rise to a small but significant
amount of grass roots activity.

205. Once again, the wider arts community has discussed most of the
adverse aspects of the scheme:

e Agrantof £5,00Q has raised the expectations of recipients and created a
new demand which the funding system as a whole does not have the
resources to meet

*  Whilst a_policy of open access is laudable in some respects, the lack of |
assessment on the basis of artistic track record and potential has created a
system of support that is at odds with the treasury funding stream o

. Rigid application of petty criteria such as availability of referees and the .
“bank details of the recipient has somewhat undermined the credibility of -
the scheme. | | o

 Whilst the Independent Dance Sector has benefited from the Lotté}y th

limited degree the long term impact of Lottery funding on the sector is likely
to be marginal. The criteria for Lottery funding mean that a predominantly
non-building-based sector inhabited by a large number of individual artists
can only benefit to a limited extent. For many in the Indepe:rid'éfht& sector
the Lottery appears as another missed opportunity which h‘éS ont‘:é
ggaxg It::ailed to address the most pressing need of the sector— .
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Evidence

206. One aim of the review was to gather evidence to substantiate what has
always been an elusive sector. The size and diversity of the sector makes
it difficult to collect facts and figures that are comprehensive or easily
comparable and so the unsubstantiated nature of the sector has persisted.
In an attempt to break this cycle we have sought to draw together figures
and examples which make the sector more tangible. The approach has '~
been to some extent pragmatic and has been informed as much by what it .
has been possible to gather as by what is genuinely needed. The lack of
concrete statistical information about the sector is a weakness and . -,
the Arts Council should consider investing in a more detailed |
information gathering exercise in the near future.

207. The igformation contained in this section of the report is not intended as ; :
a statistical overview of the sector.. Instead it aims to clarify some of the : -~ =
key features of the sector and those who work within it to underpin the ..
views and arguments contained in the report.

208." “Some of the information contained here is descriptive rather than o
numerical. Where figures are offered they shouid be read as illustrative or
“indicative examples not as detailed or fully analysed statistics. o

How lndepehdent Dance in Britain has Grown Up

The, Success Story

» Mature choreographers such as Riqhérd Ai_st’oh, Siobhan Davies and
Rosemary Butcher celebrating over 20 years of making work S

»  Founder animateurs including Marie McCluskie. Veronica Lews, Linda .
Jasper and Scylla Dyke are now figuretieads and 'Iéadi‘ngﬂplgy;ersi.jg -

national institutions . "

« Atthe Dancing in The Aisles Festival in New York in Autumn 97 British, .- -
Dance was acclaimed by those respected as its forebear@gné mentors

e The British Council reports increasing demand for British work abroad.~ ..oy

+ Sue Hoyle - whose early career.included. the administration.of an.. ... .-.» -
Independent Dance Company - rose to hecome Deputy Secretary.General..., |
ofthe Arts Council .~~~ .. . . . .0 Coar e

-+ Partnigrship of Matthew Boume and Katherine Dore beguin as part of an -
Arts Council/Greater London Arts administration schemeé leads AMP intd
the West End and Broadway.

Case Studies

The following case studies are included as illustrations of the career paths of g
few respected professional dancers. They have been chosen as examples
because they are widely known as performers, but not because their case
merits any greater attention than any other dance artist. Sometimes the move
from a full time company has left individuals with lasting benefits which those
whose career takes place wholly within the Independent Sector do not
presently enjoy. o

Russell Maliphant

When Russell left Sadler's Wells Royal Ballet in 1988 at the age of 27, after 7
years he was on a wage of £330 per week after pension and NI deductions.
He was employed for 52 weeks a year and was paid through injury, had
access {o a physiotherapist, paid holiday, pension and resettlement
contributions, health insurance. |

From 1988-1992 he work sporadically for about 20 weeks a year with Dvs,

Michael Clark and Laurie Booth for £220-£250 per week with no benefits. He

supplemented his income with carpentry and decorating work at £400 per
week. Since this time he has been making his own work, paying himself £250-
£300 for rehearsal and occasionally receiving choreographic commissions of
£1,000-£2,000. : o ,

In the re-directing of his career he has benefited from his years with SWREB. In

1991 he sustained a knee injury and the Royal Ballet Benevolent Fund paid for
his two operations. He also received £12,000 over 3 years to train as a rolfing
practitioner — a long term invéstment in'a skill which is now the source of his
financial sustenance. His target is to earn £500 per week pre tax and Nl to -
ensure that he'can make reguldr'mortgage and management payments, since
otherwise 2-3 weeks witholit work will leave him 'in debt. In actual fact he
estimates that he probably earns an annual salary of slightly less than he did
10 years ago and has no ongoing payments for injury. treatment, pension or . .

Kate Coyhe‘ EONNL L T s e e ey B o L it

Kate finished hier traiiting‘in 1988 at the age of 18 and immads tély jSihed |

London' Conternporary Dance Theatre. She was on'a starting Salaty of £145, "

per week full time and with NI, pension and resettlement contribiitions paid. "~
Her salary rose steadily, to reach £313 by 1994 when, she left the company. to
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Here her starting salary was £342, rising to £364 by 1996. At the end of 1996
she left to start a freelance career with 14 weeks as a soloist dancing for
English National Opera for a freelance wage of £350 per week.

Despite getting further work with Jeremy James and Mark Baldwin on a wage
of between £220 and £300 per week, and one trade show she only worked
professionally for 20 weeks in 1997 for a total of £9870. By this point she was
27. In November, with 9 years professional experience she started working as
a sales assistant in a designer shop for £40 per day, uncertain of whether she

could afford to continue in her dance career.

Anna Williams

Anna left College in 1991, aged 22 and earned £1,300 from 7 weeks
Professional work in that year. Her total weeks of professional work gradually -
increased until in 1994, in her third year of working for Ricochet Dance :
Company she was employed for 20 weeks, earning £4,160. She o
supplemented this with evening work as Front of House staff in the West End.
In 1996 she was working 20 weeks for Ricochet but supplemented this with.. .= "
additional teaching and choreographing to make a total of 36 weeks and

£11,135. v .

By'1 997, at the age of 28, with 6 years professional experience she was being .
paid £300 per week for Ricochet, but was able to fit in less other work and so -
only earned £10,272. None of this work has given her pension, resettlement . . =
contributions or holiday pay.

She estimates that she earns about the same annually as she did 4 years agg,
but that this has been supplemented recently by the lack of out of pocket i
expenses during foreign tours. After her rent is paid, she has weekly cutgoings.
of about £50 to exist as a freelance artist in or out of work: These include - &
class, gym membership, ‘tr_avélicard\,\ and-Junch. She has no ongoing financial..-:
commitments such as mortgage, car, pension payments, health insurance.. -

: P
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Lindsey Butcher

Lindsey gained her first employment, aged 20 in 1984/5, with Extemporary
Dance Theatre. She was employed for approximately 30:weeks a-year.om-.} i
£165 perweek; earning a.tola! of £4,961 gross.-She stayed with Extemporary;: -
from 1985/6 receiving:additional pension contributions of £420.pa; and'by. 051
1989 wasg-supplementing this with freelance work for. the Royal Opera.and Ra:i-
Ra Zoo. She worked approximately 42 weeks for £200; per. week;:earning a' s

gross of £8,564.

. In 89/90 she was injured, for which she was covered by the bare minimum
salary contribution of the Dance Umbrella insurance scheme that was used by

S5

cqmpanies at the time. She therefore only worked approximately 29 weeks
with Ra-Ra Zoo, and earned £5,951. ’

Fpr the next few years she freelanced with Ra-Ra Zoo, Green Candle, Amici
Fin Walker, Gandini Juggling Project, her income vacillating between ;about ’
£9,000 and £7,000, and in 93/4 re-located from London to Brighton. She
usually rehearses in London staying with friends and incurring increased travel
costs. Most companies contribute to these. ' ‘ :

In 1 994/5 she took less employment as she began retraining as a sports
therapist with funding from Equity and the Dancers Trust. The following year
she continued to freelance and in 96/7 she was making her own solo show
with funding from A4E Express and SE Arts, as well as performing with
Momentary Fusion, Gandini Juggling Project, The Royal Opera, plus other film
and commercial work. In this year, aged 32 with 12 years professional
experience and accumulating a total of about 48 weeks work she earned
approximately £12,000. She has continued her pension payment of £420 per-
year but has no other benefits, health insurance etc. : : S S

Paula Hampson

Paula's career and income has progressed steadily since she left college at
age 21in 1989. She immediately got a job with the Gregory Nash Group for 13 .
weeks at £165 per.week. - Her income for 1990 was approximately £3,000- = ">
and stayed at around the same level for the riext two years when she worked -+
on several small projects and began to'make her'own work. - =+~ - - . ne

In 1992 she got her first funding from North West Arts Board - £1,500 to make
a S(_)%o.:She_has based herself in Merseyside and worked from project to v 2
project,.with an impressive range of choreographers and Companies='Sue- = <
Maclennan, Juleyen Hamilton, Gregory Nash, Gaby Agis, Fishpool, Small i~ <=
Bones, d@s well as doing-her-own'projects funded by North West Arts. Latterly >
th:g has been augmented by teaching work and choreographic commissions - =
which have been her best:paid:-work. Her income tase gradually fromabout: 7
£_5,000 in 1992/3 to £9,000 in 1995/6, to £10,000 in 1996/7. Until this point her
highest wage for dancing was £200 per week. For the last 3 years she has
been reqpient of a Wingate scholarship which enabled her to set up a regular
professional training programme in Liverpool and to take 4 weeks training for

herself. _ TR
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She has-continued to pursue her careeras a regional: riéti'onal'andf
International‘artist from herhoine base and withstippart from her régionsin i
1998 her'wage as% dancer rose-to £250-and-for 1997/8 shis-estimates that, vt

with 9 years experience, a very good track recorthiri tariis of Garesr ans - |
employm'ent.she*hasf‘earn‘é"dr:-"ébodt.‘£"1.‘4,00’0; SEirininnnn et an '
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Paul Douglas

Paul joined London Contemporary Dance Theatre in 1979 age 23 on a salary
of about £3,500. This rose to £14,000 by the time he left in 1988 and included
sickness and holiday pay, pension, resettlement contributions etc. In 1988 he
joined the Siobhan Davies Company earning about £3,000 and spending 6
months on unemployment benefit, and by 1995/6 when he left the company,
his income had risen back to about £10,000 including teaching as well as short

periods of unemployment.

Since this time he has been making and performing his own work and his
earning capacity has been limited by the unpaid time he commits to running
and administrating his own company. But he fits in additional teaching, earning
about double if he goes abroad rather than stays in London. The pension he -
had accrued from his time-at London Contemporary Dance Theatre he cashed: "—““'-";
in at a time of need, but he gained £7,000 from the Dancers' Resettlement -
Fund towards Aikido training in Japan. : v

Neverthel_e_ss at age 42 with 19 years experience his present income is about -+
£10,000. He and his partner Sasha Rubicek have been able to survive by -~ |
sharing their incomes through periods of low employment, but now that she is -
pregnant and will gain no paid maternlty leave on top of statutory maternlty '
beneﬂt it will become harder. :

Contrasts between Rates of Pay for Artlstlc and Admmrstratrve Posts '

The woefully poor rates of pay for artistsin the Independent sector become -
clearer when contrasted with the rates of pay for recent administrative posts.

Note that the posts advertised here ask for two-three years of professional - ...«
experience in contrast with the 9-19 years of experience of the artists

described in the case studies above: o s T

¢ .Dance Community Programme Co-ordinator salary £14,000- £15, 500.;
-Candidates will be expected to have at léast two years profess:onal
gexpenence of coord/nat/ng commun/ty programmes )

. ;Dance Admln/ trator for an A4E funded performance led Danr*e /n
Education project Salary up to £17,481. Candidates will have at Ieast 2
years' expenience of administration of a tounng dance company and/or

dance projects. TR T AR I T PR P

o For an A4E funded regional Dance Development scheme.:- Project meieen
Manager salary up to £18,000 - Marketing Officer sala/y Jp to £16,000; 2a3;; ar
years experience in an arts environment is essential.: -, .-

Comparisons of Rates of Pay Across the Dance Sector

Project Clients

Figures drawn from short-listed applicants in the 1998/9 project round;

Average administration fee £7,604

' Range of administration fee £2,000-15,000
Total paid to administration through these applications . £182,496
Average artistic director fee | £7,528 |
This usually includes choreographic commission and performer's fees A ‘ ,
Range of artistic director fee £2 500-18,200
Total paid to artistic directors through these applications ~ £180~' 690 |
Average fee paid to dancers . v ‘, £4,096
Range of fees paid to dancers ' £1,320 - £éOOQ
Dancers average number of minimum budgeted weeks = Ty 14 "
Range of weeks employed | 6-25
Dancers average weekly wage approx.” B T £27571
Range of weekly wage | e £220 -£350
Frxed Term CItents i

Figures for 1997/8 Financial Year | T E R RN ICETO

Dancers average nuniver of weeks employ_ T T 28
Range of weeks employed = j T 20—52-
Dancers average weekly wage R _£304
Range of weekly ‘wage N o : £220-360
Dancers average total wa_ge S T ; | .?_£""85'20"

Royal BaIIet/Birmingham Royal Ballet - rates 1997

Principal S S84 48 ¢ T I LD T e e D T e
1st So|o|sty VRN 5343950 " Vi etis et o T LT T mge s
Soloist 440,897 . i LosmAnE b s e oo S
1st Artist 367.53

Corps de Ballet

Year 5 " 334.17

5%




Year 4 310.64
Year 3 290.57
Year 1/2 267.20

ENB Travel and Allowance Supplements
Class supplement £16.65 per wk all grades

London travel

" "

(rehearsal wks) £13.38 iy
(performance wks) £21.68

Personal effects allowance (female) pa £237.56
“ " " “ (male) “ £120.46

Rates of Pay for Dancers working in Opera

£213.40 B

Weekly rate including holiday pay l
Dancers supplement per performance £15.60 )
Equity Minimum :
£233.00 I
7718 . 3.00 T ﬂ
128’8;9 £245.00 s

Compérisén of ACE sdbport to Revenue Clients and Independent Sector:.«:
Number of artists supporte_d on a year round basis:

Indeb'éndént'Artist_s‘ e .34 TR 08 A
Artists in Revenue funded companies 360 . . sadie s

ACE Funding given Directly to Companies and Artists R R PR EE

1992/3 . £2741,900(including LCDT).; . .; »oy A
1998/9 - Y 83633500

2 drop'of £108.400 (not incliding impact of inflation) 11

Examples of Personal Debt in the Independent Sector . .

SPTSTYE Sy T Ty T D T L DY G D Sy \
ef 4 or.5 years of his own work Jeremy James has subsidised the
y 1 g g et an R e i ’,. i L . .

AR ey C A A VL e
tune of about £20,000 . . . . g et :
bRl sl yhaeiy neErd 22Ut wnEd

bl

» Paul Douglas estimates that he has had an overspend of about £2.000 on
each project, totalling £10,000 over a 5 year period

e Freelance Dance Manager June Gamble estimates that she finishes each
business year with a debt of £1 ,000

In Kind Support

It is widely acknowledged that the Independent Dance Sector survives in part
because of the extent to which it is supported “in kind” by donations of space
and a equipment and through the many thousands of hours that those that
work in the sector donate out of necessity. ’ '

Our research attempted to quantify this “hidden” means of support through the
questionnaire that was circulated to over 1,000 organisations and individuals
at the start of the Review. Respondents were asked to estimate the degree to
which in kind contributions had supported their work over the five year period
covered by the questionnaire.

Inevitably the figures gleaned from this exercise can be no more than

indicative. However, the findings do serve to illustrate the extent to which the l

sector is reliant on in kind support.

Of the 160 respondents the majority — 103, attempted to provide estimated’ .

figures for in kind support.

These ranged from £72 for donated rehearsal space for a specific project to

£75,000 for major donations of technical equiprnent or extensive unpaid work. "’

The total in kind figure for the five years covered by trie questionnaire 7(1 993/4-"

1997/8) was £1,949,061. As many respondents felt that it was too difficult to -
give an estimate this figure represents the minimum level of in kind SUpﬁQrt .

i
R

received by the sector over the last five years.

Spend by Dance Companies o Artists working in Other Artforms

As Dance is'a highly collaborative form the creation of work involves

contributions from artists working in.a range of complimentary artforms. o

The research for this review attempted to quantify the amount of money spent..

by Independent Dance companies on commiissions or fees to collaborating **

artists.

Yoo o g w

The results shown here are drawn from a sampie of 19 Independént © <A

companies and artists all of whom responded to the questionnaire circulated .
as partof the résearch forthis review and-all of whom have received funding™’
from the Arts Council and/or an RAB during the five-year petiod covered By -
the questionnaire: Claire Russ Ensemble, Wendy Houstoun, Shobana

N

]




‘] Jeyasingh Dance Company, Richard Alston Dance Company, V-Tol, Siobhan
| Davies Dance Company, Kokuma Dance Company, Vincent Dance Company, . .
Jonathan Burrows, Random Dance Company, The Cholmondeleys and Growth llustrated-by Developments in Presentation and Attendance -
Featherstonehaughs, Yolande Snaith Theatredance, Ludus Dance Company, '
Bullies Ballerinas, Bedlam, Ricochet, Motionhouse, Irie! Dance Theatre and Resolution! — London |
Compan
Small Bones Dance pany. : The Resolution! season at The Place has developed from the presentation of
The table below shows the total spend by these companies on a variety of 25 artist/companies over 4 weeks in 1991 to 108 over 7 weeks i in 1998, when
i collaborators over the five year period (1993/4-1997/8) covered by the o for the first time in an intentionally uncurated season 80 companies had to be
= questionnaire. o turned down. :
These 19 companies alone spent over £1 million on commissions and fees to - Dance Umbrella Festival - London
collaborating artists over the last five years. -
8 Aftendences as percentage of capacuty:
! Collaborators £ Notes
i v . P iy 1993 -1994 1995 1996 1997
fu Composers 176,810 : 60 40 -60 81 78
i Musicians 443,179 Upwards of £30k pa for some cos., |4 Nott Dance Festival ~ Nottingham
4“ Theatre Directors 10,980 R j | |
[1’ i y T ‘ : — | S 1994 1995 | 1996 1997
! | Other performers . | . 20,085 No. of performances 16 T 53 B a—
" |-(actors/singers etc.) | Sl Attendances as % of 80 77 | 74 | 87
|- ‘ — ' : - - : o capacuty o ' ) o S
:' Yies. s SRR Dance 4 Commissions o | 2 3 6
ieual Acfiate i ST Premiers — Regional Artists 5 -4 3 T
‘ 14,668
B f}‘ ""\ﬁ?u‘a“ Artsts I - o ! P emiers Int/national Artists 2 0 0 .3 ]
¥ “Sef’ Deslgners - |~ 110,390 ST Advanced Workshops 0 2 4 4 3
L - ] o} | (inc.1x3day)-
) f[ "Costume Deslgners - 143,690 T e Y ‘ Workshop Attenders 15 40- | 40 | oo T
-Lighting-Designers |~ 75,145 " T Educatlon/Communlty 1 10 9
— Workshops - : SRR B ,
- Digital Artists 8 . 2,000 ’ Lt Ed/Com Attenders 17 150 | 200
Fllml\fldeo Makers . 23,820 P AR S
. ‘ BTV ST I L L e B Growth Illustrated through Lengthenmg Performance Runs
Other | 32036 |lInc. Photographers, Production i
: S | Managers, Visiting. -~ - 0 oo DV8 was able to extend sts season a{ the QEH in London as follows:
Choreographers
o v : R e T T et o 1 990 5 performances 1995 7 performanoes 1907- 10 performances-;»i _;,:1:41‘
G\ . L1




Growth lllustrated through Provision by Service Organisations

The Place Dance Services

e Total membership has risen from just under 500 in June '95 to 1090 in
March '98.0f this figure 52% are from London, 34% from the rest of the UK

and 14 from overseas.

« The number of enquiries for the year '‘97/98 was approximately 6700, or an
average of 558 per month.

Foundation for Community Dance : - ' o

e The nurrﬁberd’f"rﬁembers}has increased from 575 in 1995/6_ toa curré__n_t
703 0a L | g

. Distribafion .Figures (which includes enquiries, disSémination of .
information, magazines etc.) have risen from 11’179, in 1995/67 to 15,§OQ in
1997/8.7 - Do : : S

Growth:in the Ed'uoati‘p"n- Sector

o Thenumber of:students taking A Level Dance has gone up from 499
1994 to. 707 in 1997. This'is a 41.7% increase. L

e The number of students taking AS Level Dance‘has gone up fro_m}2’4f1: irr_]_:‘,{
1994't0'476 in 1997. Thisis a 95.1% increase. | - e

(4 Thtt+ Principal examiner A Level, NEAB)

e The hkiera:r‘chvies'Whi.ch infest the.‘lndepie_ndent sector should be dismaﬁﬂé:ﬁ}

A New Model

209. The descriptions of bridges in the quotation at the beginning of this
document struck us as appropriate metaphors for aspects of the
Independent Dance sector. [t currently inhabits a “primitive” country with
rope bridges as very temporary structures which have become
overstretched and therefore “undependable”. If the sector is to survive it
needs to replace these bridges with ones using cables of steel. At the
same time the sector aspires to become part of a “civilised country” where
bridges are “littered about the landscape in generous numbers and in a rich
variety” built on various structural principles according to their individual
nature and function.

210. The Independent Dance sector is woefully under-resourced and will
need increased investment by the public funding system if it is to make the
transition to a civilised country. However, the model offered.here is not
predicated merely on an injection of new money, an essential prerequisite
is a fundamental change of attitude and perception within the funding
bodies and within the Independent Dance sector: SRR

e The structures for funding and supporting dance have been inherited from.

other artforms, particularly drama. Whilst they are appropriate

mechanisms for supporting some types of creative activity in dance, there. -

is a huge range of work that is not best supported by the “make and tour”

approach. The creative process for many choreograghers is ongaing and

exploratory between bursts of preduction - more akiri to that of writing, : o,

painting or composition.

>

particularly those which assume that there is a ladder of funding up which

all artists progress. The model offered here aims to be non-hierarchical ;17 1)
and moves away from the notion that continuing Arts Council funding is the
ultimate accolade to which all artists aspire

» Funding structures should be more flexible and responsive to the needs of

applicants, making it easier tc build a proposal around the work they really
want to do rather than squeezing a project to fit existing criteria. There
should be greater freedom to move between categories of funding rather
than encouraging artists to see the funding system as a ladder up which
they will progress ~

» The basic raw material for the making of work is access to space, time to

use it and the dancers to work with

» Dancers are increasingly becoming major contributors to the creative

process. Dancers need a greater degree of continuity in their working
practice. The ongoing creative development and employment needs of
dancers are as important to the future health of the artform as those of
choreographers

o1y




o i i he levels of pay and ~ e The need for l:nvestment in ongoing artistic sustenance. True artistic
¢ lncre‘ased fun-dclng 1S requnr;d t;)et;?é;;n to address the le e development is at odds with the stop start nature of funding. Artists need
working conditions across the to be able to practice their art throughout the year not just when they make
a new piece of work ‘

, e The development of imaginative partnerships between arﬁstfs Dand .
I i i lopment of Dance an ) |
| promOterlS/prOdutceertrI]Séilsr’ffirr];&’lé t;glt:tifoorzsmﬁ)(\j/\?irﬁ itsp audiences ‘ e That the sector needs to develop more performance opportunities and this
the development o will happen most successfully if long term rather than short term

» The funding system needs to move away from the notion that the only way -approaches are pursued

to tour is in a succession of one night stands and that the only indicator of

‘ " ired. This would free artists  * * Funds should be located across the system more broadly than they are at

3 value for Toney hlasbﬁ?r? Qﬁzgigﬁgﬂ Tg'gae(iﬂ:lrr?od develop new present. RABs should be financially empowered to develop regionally

B and promo erT,fe ¢ g d modes of distribution based artists properly, obviating the pressure on these artists to aspire to
K presentational formats an Arts Council funding inappropriately. At the same time promoters and

e Dance funders should develop more sophisticated approaches to long term - producers should be financially empowered to enable them to engage in

lanning based on open and honést dialogue with artists effective partnerships with artists. ACE should then concentrate its
planning base

resources on a smaller portfolio of truly national clients.

~—

¢ Advisory systems should be developed in ways which place more artists in
positions of influence within the funding system

R 213.  In our model funding would be divided into the following categories: )
« Funders should work with the profession to develop the mixed economy for o ' o
Independent Dance, freeing the sector from its over-dependence on the
Arts Council. Guaranteed Companies
. RIS 214.  This category would support a small number of companies producing - . -,
Funding Pattems at ACE * - s - excellent and innovative work. It should be offered only to those artists
IR o NS TV T L o who want and require a formally constituted company structure, rather than -«
211. "~ Current funding paiterns at ACE are based oni precepts that were ... being the golden egg to which all artists aspire.  Support sheuld be

viable 10 years ago but are now outworn. These assume that: offered at realistic levels which allow for proper remuneration and improved
S - ' working conditions for artists. Funding to these companies would be e 7

guaranteed for a certain number of years, the term varying from company

to company. It should be offered on the basis of an agreed programme of -

e The Independent sector i o yourig one made up‘primarily of "emgr
artists S : I S S SO

v model is e most an opric J f'n artlsts and work for'the ;te‘rmof'the'gua‘rantee,‘ which rnight inb:Ude‘y'earS'Qf E
Y imodej s the mostap P r.‘;);_))‘rlate forsustamlg R, significantly reduced activity. A level of funding would be agreed for tha™

4

e That the compan

' making v_,.'ork.‘_;f,;, T L e entire term of the guarantee but within this annual budgets might vary L
he Dance budget increases year on vear allowing for a arowing fixsd acaarding to the nature of the acfivity. . It would enable greater flexibilty ir
¢ Ihatthe -D-T‘?”C-e bu«gget__-unpreas.efs'"yea;_r ”(ta'nf):f o a"ﬁ:l, ngfora gro A ; production schedules and move zway from tire current assumption‘that <+
term, porﬁol;g;;to;wmch@ -rtlstggca? rea stiea yasp PR work is always produced on an annual cycle. It would allow companies to ..'r -
” Gur new modetis affered in outi yandisintended as o starting plan; effactively for the period cfthe guarantee thus improving their asility -~ 'S
., Qur new model-is-offered in outline only :andistintended asvavstaﬁtmg 1 )& | ‘@ period cf the ntes thus improving thei: agilty
! 2po%$ l;cf)r tgﬁé7 Dance Panel (or whatever advisory body repidces ity asit-o . ts?g Srecfsloop; iarrlg ige:ruﬁT{ 9?@?“’?“"7 vthh_prjorfzc’)ter‘oﬂgn?: ldent:fyothers e
discusses the best way to support the sector. In it we have discatded the> urces of furding: * . - g R e
outworn precepts. The funding model is underpinned by a number of key_ , SOG T oo
princCiples:
St Stipends- - - ... B s AT
» The sector requires a properly resourced “top end” —a small number of'; e p} SR Lo et
pyliiartindshornity excelleq’g by iQOQYaﬂYe \ar.tjstvgc\:f work whoareiﬂe;flbly = 21 5Thesewou!d 'bé'?)Z??‘il?abl,e:tolﬁartists wha are active,on & vear round:Hra
Doy e e e s e S e Oﬁ%rrﬁl?t;glévreszgﬁ basis. but Who.do-not wish to be burdensd and constraired.by afamaally;s
paygtbzarti‘stfcaa‘nd‘admfmstr_a‘tlv%gmployeQS oethey on full ti ‘ﬁ St HIENOS constituted company structure. It would provide an annual grant:towards =
termyeontracts . =0 . s irfr syt oy the key things the artist needs to sustain their activity — e.g. a fee or wage
DUBW 0 SET 5 D - JPVHIE e isi2eg O S /
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for themselves and a manager, studio hire and fees to dancers for periods
of experimentation. The areas of expenditure should be determined by the
artist. Artists in receipt of a stipend would be able to apply for project
support for productions as and when required. This category aims to
acknowledge the fact that some artists and companies are in fact operating
on this basis by default, spreading their ACE project grant to cover an
ongoing programme of activity. Stipends could be time guaranteed and so
offer some security and continuity without the constraints of a constituted
company structure.

Individual bursaries

216. These are introduced to recognise the need for ongoing sustenance for-
individual artists (choreographers and dancers), managers and promoters.
They should be flexible allowing individuals to receive support for projects.
which énhance their creative and professional development. It might .
cover advanced training, apprenticeships, sideways steps for art‘i\s‘ts’,e.e_g".i__f;
an opportunity to curate a season of work or a work placement with a
senior. marketing officer, travel, sabbaticals, certain kinds of R&D.- The key 7z
criterion. should be the importance of the project to the applicant’s =~ .-
development and the watchword should be flexibility. o

217. , Project funding should be available for.application from. stipend clients - -

and from those artists who genuinely operaté on a project basis. It should, ™

be flexible and could include site specific, digital work or pUincafian’. o
Applicants should be required to describe an appropriate distribution
mechanism for their work but there should be room for this to be a small

number of carefully chosen and properly researched partnerships or &, ey

vt s

“traditional” tour.

Promoter/Producer- Artist Partnerships '

218.  Aninvestment is needed to empower promdters and 4 build méte i6ng

audierice. This could be achieved by:

i

term and secure bridges between the artist, the promoter/producer and the_...

« fixed term agreements with senior promoters and produicérs based br
‘track record in working with artists and devlising'j'im?g,ingtil\:(?j approach

audience’development’ S

« supporting creafivé parinerships between promoters/produceré and ariste.
— these could be led by either the promoter or the artist.

&1

NI
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General Points

219.  Whilst this funding model is aimed primarily at the Arts Council it is "
hoped that it may form a useful starting point for debate across the whole
funding system. It has been developed with the prospect of delegation in
mind and elements of it could be best delivered by the RABs rather than
Arts Council. ' :

220. The model flags up the need for increased development funds within
RAB budgets, empowering RABs to support regionally based artists at a
more realistic level and in ways that encourage progression and
development. They should also encourage cross regional links and
touring, recognising the need for artists to be mobile. The Arts Council
‘could then focus its resources on genuinely national companies and artists.
A move towards non-hierarchical systems and greater resources at
regional level would allow proper value and recognition for the work of ‘
regionally based artists and free them from the pressure to aspire to ACE
funding for the recognition and status it is perceived to bestow. . B

2212 The divisions between project, stipend and guarantee must be non-"
hierarchical, allowing movement between categories depending upon the -
nature of an artist’'s work and recognising that working patterns change <~
over the course of an artist's career. '

222.  Systems should de-emphasise the written application and place greater .
emphasis on artistic track record as a key part of the assessment process. " -

223." "There shouid be a higher degree of trust in artists on the basis that they
Waht‘.tg\make_fand show theirwork. .~ - T

Costings™™ = "

224, ‘ To implement the model outlined above new resources are required
both at ACE and within the RABs. If the future of the Independent Dance
Sector is to be secured then the Dance Department must make the.case . .

for this increased support, finding the resources from within its own -
pertfolio orarguing the case with the Council. ., ... .. oo

225." THese figlres are intended as an ilustration of the immediate increase,
required if the model is to be implemented and are informed in part by the”
make-up of the current ACE portfolio. They do not reflect the longer term:

v

P B H . . L B R RS 2
financial needs of the sector which obviously would be much greater. They
représent the minimum requirement to solve some of the most.pressing... .,
needs of the sector and form a first step in an ongoing process of ‘
"eviewing the balance of funding across the whole dance portfolio. ... . .

N N s . 5 T ‘., N .
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i 0
Guaranteed Companies 2,370,000
13 ranging between £400,000 & £75,000 T
Stipends , ;
11 @ £25,000 Y
Individual Bursaries soo’ooo
Projects ‘ ,
Promoter/Artist Partnerships 500,000
Total 3,945,000
ota v
| ACE current spend on equivalent areas (approx.) I : : 2,688,_509 |
| Shortfall — New Resources required at ACE | 1,256?50?1
| New Resourtes required across RABs ] 650‘,000 |

[
P
AN

Total requirement across funding system £1,906,500

226, if the Arts Council is to adopt this model then it needs to prepalre: '
{ must veview its ciror i ' d projéct) with a;
« it must review its current portfolio (revenue, fixed te!'m and project) with a
i/iew to arriving at a clear statement of the reasons it funds each client and

RPN

their fitness for purpose and ongoing relevance - L min

e it must make this review widely available to the profession

+ it must engage in a dialogue with its client§ to e§t§bli§h their meciu:m,,term et d
plans, allowing it to chart peaks and flows in actlwty; in ‘order toip“ g i g bS
financial requirements over the next 5-10 years. ‘th-rs shquvl‘d-»vb_e‘l»w lcar:‘ ‘ m o
spirit of openness, allowing clients to speak.honestly abOl:lt. thexr §p a E;» .
withcut fear of jeopardising their future ~fund|ng. e

Advisory and Monitoring Systems at ACE ”

i

Advisory structures

227. As&dvisory systems across theArts Council may change,
prificiplés ‘are outlined lere. - - AT,
e »:‘;“: K - ST , B '0‘!“;“ :- PR T

ERENY 15 i

 Afloating advi { provi ter flexibility than the'currefit
228. A floating advisory pool would provide grea (
rigid system. Individuals within ,t"hris\po‘o! could be drawn on for the spegtﬁg cen
&ikpeitise both within and outside format

PR
A
VR BT

meeting’strictires.
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229. A Panel or standing advisory group should meet two or three times a
year to look at long term issues of strategy and development. They should
not look at the detail of individual decision-making processes, being free
instead to maintain an overview. An appropriate balance between
representation and expertise should be found. The need for the group to
be representative should not take priority over its collective ability to hold

~anoverview or the seniority and expertise of its individual members.

230. A separate group drawn from the advisory pool should take “Project”
» -decisions. This group should be empowered to take decisions rather than
- merely make recommendations. [t should be small enough to be
i conducive to high quality debate and its members should be individuals
- who are in touch with the sector and who view the work of artists

frequently. (If the system for reporting on shows is revised then the onus

on this group to be knowledgeable about the work increases) There should
~be flexibility to allow members to stand up and down for particular
- meetings, coopting where necessary, to avoid conflict of interest.

231. The expertise of artists should be used throughout the advisory system.

232. There should be consistency of advisory input across the entire client
portfolio. At present project clients are under far greater artistic scrutiny
than regularly funded organisations. This is illogical and adds to the sense . -
that advisors do not have an overview. There should be fixed points in the ™
year when the advisory group takes a detailed and strategic look across .
the entire portfolio. o - ' o

233. A correct balance between continuity and rotation shotild be found. = "

Showreports - - - . ..

234.., Any development of the system of reparting on shows should be.-
precedad by a rigorous discussion of the extent to which show reports are-
genuinely useful as a means of assessing werk. There is an argument that
says they are not useful, particularly as the system Operates on a voluntary
basis, and that the practice should be discontinued. '

235.  If they are deemed useful then they could be developed along the ™~
following lines. The emphasis should be on quality rather than quantity
and the system should be one which includes artists. S B R S

236. Artists,should be asked to name two or three people who theyfeel » ;o
would be able to report on their work in a constructive and analytical way...
These nominations should then be discussed with ACE/RAB officers and

k)
¢
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237. Nominated assessors,should be offered training to ensure commanality

of approach and to help thém feel 'confident about their dual feedback role.
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238. The assessors should report to the Arts Council in wr(tten form_ with
copies always being available to artists. They could provide additional
informal feedback to artists if both felt this was useful.

Other Key Areas for Development

ould be taken to move young and emerging artists away.from .
239t.he ifaenpsséasi?\at they have to climb straight onto the proqlucmg treadmill and
allow for slower and more considered development. High profile ‘
“showcases” (Resolution! and Mosaics) shguld be refocqsed to e:r_nphasse
time in a studio coupled with informal shown_ngs and shartngs, Initial
funding from the RABs should be changedv in emphasis to focus on space
and time rather than product.

i i ies to become building based
240. The opportunity for established companies to | »
would open up possibilities for more flexible wgrkmg patterns, for the -
development of mixed economies and the raising of the statusof the .. .
Independent sector.

portuniti rtists in the Hi i tor should be -
41. Opportunities for Artists in the Higher Education sect _ L
? exploFr)gd‘?. “A working party should be drawn tog‘ether_ tc? mveshgate the o
potential for artists to take up roles in HE Institutes which allqw them t°-.1;:;
continue ‘to-create work. Many benefits could accrue from this: * -~ " -

N . . AN ,‘ ’ ‘(‘: !""!";';'\"\’/
o |ty quld.proVidé new career openings for artists who want to work outside 5
the confines of a company structure .~ . . .. oo

« it would hamess the expertise of mature artists and provide a structured

way for them to support and influence new generations of potential artists .z

. Lo R nic™. dpractloal aspects
« it would create strong links between the a.ca_demlc;_an oractical’ : >
of ihegrOfeSSion and provide meetings points-where creativity, resga,r_phﬂ,;?

)

and debate could intermingle. . - -

242‘“.“? '"’Act‘irbﬁr_should b,é taken to help stimulate a mixed economy for - _{

de i “C i tédr-—,.-subsidisechl;
Independent artists. A “Dance Fixer” post}should ;be created — sulsIgISE
at ﬁrzt with a view to becoming self-financing. This person would fulfil a
dual role:

¢ keeping a diary of artists’ availability for work which could be used _to link
dancers with choreographers during gaps in their er:nplpyment . This
should aim to compliment the BAC Choreographers’ Directory

¢ actively seeking commercial opportunities —in film, advertising, West End "~
shows etc. for independent artists.

i ircui Il rural venues with
243. Lottery funding has resourced a c:rqu1t of sma r B
technical facilities for performance. This opens up InC(eased opportunities
for small scale touring by Independent Dance Companies.

—] ‘ ,.{> ‘:‘ ‘

244, Artists should develop their own initiatives to propose to
funders/promoters. These could include commissions, collaborations or
imaginative partnerships between companies. For example a shared
programme of work might open the door to performances in a number of

middle scale venues which would otherwise be reluctant to take the risk on
one company.

245. Theatre spaces are needed for the documentation, production and

previewing of work. “Dark” theatres could be exploited to provide this .
resource. -

246.. Successful work should be encouraged to stay in a company’s
repertory for longer or to return at a later date. This would help
substantiate the achievements and history of Independent Dance, as well
as increasing opportunities for International touring. With the advent of
digital and interactive technologies a body of well documented “‘modemn
classics” might develop which could be utilised not only as a valuable
educational resource but also, potentially as “texts” to be interpreted by
emerging companies and artists. SR

247. A coordinated approach should be taken to ensure that the recent -
changes in the Benefit System do not disadvantage dance artists both -
before and after the age of 25. This would include arguing their valid case. ‘
at government-fevel and investigating how schemes might be infroduced -
within the ‘New Deal' which could offer young artists short term L
pérformance and training projects, or apprenticeships. Information should *
be pooled of present schemes such as that offared by the Reanimators * '
supported by TECs in West London.

248. “Dialogue should take place between the profession and thé training

institutions to discuss and clarify the current training needs of Dance _

studeiits entering the | ndependent sector. T his 'dialoguemight usefully be
initiated by the'Greenhouse Effect Festival Conference at Bretton Hall in

- September which will focus on the training and development'of -7 ¢ TE

choreographers. The debate should then be expanded to cover all areas of

training including the practical-knowledge, realistic expectations arid self- -~
conficénce required Of graduating students. - ¢ snE el een

'}L A1
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A Wish List

¢ A replacement for the Digital Awards — This would prqvide a welcome
“dream pot” for companies. The Premier Award provxqed a valuable
opportunity for the profession to acknowledge the gchtevement of key
individuals within its ranks — a replacement is required.

o A “bluffers guide” to Contemporary Dance, its history and terms, would -
help promoters to gain access to what they perceive to be the tight- kmt |
“inner circle” of knowledgeable aficionados. SRRt

« An artists’ discount card for performances

e A national database to facilitate skills sharing between individuals across }_f .
all areas of the professnon , _ 5 s

“There must be many efforts — all efforts create a field of energy and thls
at a critical moment attracts towards it a solution” U

Peter Brook - There Are No Secrets

APPENDIX 1

List of Those Consulted

Individual interviews in person or by phone were conducted with the following

people:

Liz Agiss

Gaby Agis

Clare Baker
Darshan Singh Bhuller
Rosina Bonsu
Laurie Booth

Jim Brown
Rosemary Butcher
Julia Carruthers
Cary! Churchill
Emilyn Claid ~
Aletta Collins
Kate Coyne
Samantha Dawn
Nilima Devi
Andrew Downs -
Henrietta Esiri
Becky Edmunds
Javier de Frutos
June Gamble
Ruth Gibson
Vanessa Gray
Paula Hampson
Philip Hilt

Wendy Houston
Detta Howe
Jeremy James
Louise Katarega
Rosemary Lee
Jackie Lansley
Colin Marsh

Judy McCartney
Russell Maliphant
Cecilia McFarlane
Belinda Neave
Sally Ridgeway
Sarah Rubidge

“Nic Sandiland

Gwen Van Spijk
Sarah Trist

Tim Tubbs
Alison Turner
Athina Vahla
Fin Walker
Jeremy Warr
Anna Williams
Sian Alexander
Richard Alston
Lea Anderson

Independent Artist/Brighton University/SEDA
Independent Artist & curator
Independent Artist
Independent Artist
Independent Artist
Independent Artist
Independent Artist
Independent Artist

Dance Manager

Playwright

Independent Artist
independent Artist
Independent Artist
Independent Artist
Independent Artist
Independent Artist

~ Independent Artist & curator

Independent Artist
Independent Artist

Dance Manager

Independent Artist

Independent Artist

independent Artist

Independent Artist .
Independent Artist

Independent Artist

Independent Artist

Independent Artist

Independent Artist

Independent Artist

Dance Manager/Brix Dance
Dance Manager/Brix Dance
Independent Artist

Independent Artist

Independent Artist

Independent Artist

Independent Artist, Lecturer & Teacher
Independent Artist

Dance Manager

Dance Manager

Dance Manager

Independent Artist

Independent Artist

Independent Artist

Independent Artist

Independent Artist

Administrative Director, Siobhan Davies DC
Artistic Director The Place/RADC
Artistic Director, Cholmondeleys & Featherstonehaughs

—
=




Peter Badejo

Mark Baldwin
Deborah Barnard
Kim Brandstrup
Mark Bruce
Jonathan Burrows
Siobhan Davies
Sarah Dawson
Emma Diamond
Paul Douglas
Kevin Finan

Yael Flexer
Beverley Glean
Kate Gower
Matthew Hawkins
Auvrit Hitman
Jennifer Jackson
Jeanefer Jean Charles
Shobana Jeyasingh
Nina Rajarani -
Pit Fong Lo

Ming Low

Edward Lynch
Wayne MacGregor
Mark Murphy

Lloyd Newson
Elizabeth Oid
Karen Potisk

Nina Rajarani
Louise Richards
Sasha Rubicek
Barbara Vijayakumar
Charlotte Vincent
Suzanne Walker
Sue Wyatt

John Ashford

Sheryl! Aitcheson
Christopher Bannerman
Maxine Barclay

Ken Bartlett

Theresa Beattie .
Richard Blanco

Ghislaine Boddington

Val Bourne
Assis Carreiro
Paula Gillespie
Emma Gladstone
Betsy Gregory
Nige!l Hinds
Walter Heun
Sue Hoyle

Linda Jasper
Mira Kaushik
Brendan Keaney
Richard Lee
Sue Maclennan
Michael Morris

Nasreen Rehman oo}

" shinkansen

SN Dlrecfor The:Jerwood:Space:',

Artistic Director, Badejo Arts

Artistic Director, Mark Baldwin and Dancers
Director, Ludus Dance Company

Artistic Director, Arc Dance Company

Artistic Director, Mark Bruce and Dancers

Artistic Director, Jonathan Burrows Group

Artistic Director, Siobhan Davies Dance Company
Corali Dance Company

Artistic Director, Diamond Dance .
Artistic Director, Small Bones Dance Company | e
Artistic Director, Motionhouse A
Artistic Director, Bedlam S
Actistic Director, Irie! Dance Company :
Ricochet Dance Company

Artistic Director, The Fresh Dancers Group
Director, Magpie Dance Company

Ballet Independents

Co-Artistic Director, Bullies Balterinas
Artistic Director, Shobana Jeyasingh Dance Company s
Artistic Director, Srishti Ce
Bi Ma Dance Company

Bi Ma Dance Company

RJC Dance Company L
Artistic Director, Random Dance Company R PURTRT
Actistic Director, V-Tol . i
Artistic Director, DV8 c e
Rambert Dance Company

Ricochet Dance Company L it n g
Artistic Director, Srishti

Artistic Director, Motionhouse

Small Bones Dance Company
KathakalrICentre Ocean Stream
vArtrstlc Director,-Vincent Dance Company
General Manager V-Tol

Admin Director, Chomondeleys & Featherstonehaughs ,

Director, The Place Theatre
Sadler's Wells |
Head of Dance, Middlesex Unrversrty
Westminster Arts Marketing .
Director, Foundation for- Communaty Dance
Director, The Place Dance Services

. Freelance Consultant

Adistic Director; Dance Umbrella
Peacock Theatre .. . :
Sadler's Wells. - :
Associate Dlrector ‘The Place Theatre '
Programme Manager, Dance Umbrella
Artistic Producer, Sadler's Wells ©

General Manager, The Place

Head of Dance, Surrey Jnlversrty

Director, Akademi = ' oo 0nnn
" Director, Greenwich Dance Agency

: ' London Contemporary DanCe School
Producer Art Anget
~ BirectarAdin vsendd 12 s

Alan Roberts
Anthony Roberts
John Robinson
Alistair Spalding
Anthony Waller
Lyn Williams

Elizabeth Adlington
Daniel Brine

Hilary Carty

Anne Clayton

Sally Cowling
Mileva Drljaca
Simon Gammel
Clare Lovett

Carole McFadden
Deborah MacMillan
Gregory Nash
Anouk Peripanayagam
lan Reid -
Claire Stewart

Rob West

Andy Prodger
Marie McCluskie
Janet Archer
Amanda Leon

In addition substantial written responses were received from: :

Dance UK
Deborah Barnard
Fiona Cameron
Andy Papas
Philip Gehmacher
Bode Lawal* """ -
Angela Kennedy
Viv Jakeman
John Muir

David Steele

Kirsi Heimonen
Els Baeton

Anouk Peripanayagam
Jacqueline Rose
Raymond Otto

{sabel Jones

Pauline Wetton
Sophie Hansen

The following programme of consu!tatlve meetrngs was carned out betwee‘
February and April 1998:

B Admxnrstrator Danoe Theatre Red
7 Artistic Drrector Dance Theatre Red
_Independent Artrst '
* Artistic Director, Sakoba'"

S

iBharattya Vrdya Bhavan R
‘Denmark - * R

. Fintand" o

v Flemish Thaetre Institte :
Performrng Arts Officer (Dance) West Midlands Arts :
Principal Dance Officer,- London Arts Board
Takalani Dance Theatre
Artistic Director, Salamanda Tandem
University of Durham

~ BiMaDance Company’

Bristol Dance Centre

Colchester Arts Centre

Equity

Performing Arts Programmer, South Bank Centre
Cornwall Dance Agency

Eastern Touring Agency

Senior Touring Officer, ACE
Combined Arts Officer, ACE
Dance Director, ACE

Dance Officer, North West Arts
British Council

Dance & Mime Officer, Yorkshlre & Humberside Arts
British Council

Dance Officer; Arts Council

British Council

Chair of the Arts Council Dance Panel
British Council

Performing Arts Officer (Dance), WMA
Director, Combined Arts Department ACE:
Touring Officer, ACE:

Drama Officer, ACE

Equity

Director, Swindon Dance Agency

Director, Dance City, Newcastle

Director, LudusDance Company

29/1/98 Meeting British Council: Ofﬂcers . . S

12/2/98 Management Liaison Group Mesetir, g~ London :

17/2/98 post-London Dance Network meeting - L:ondon: (failed) VB E)
21/2/98 Meeting regional practitioners - Yorkshife Dance Centre - Leeds

23/2/98 Association of “National Dance: Agenue; Meetmg London

26/2/98 Thursday Group Meeting - Londen’ = 7. ~omt s Pl
2712/98 Post-Scott Clark's class at Greenwictt DanCe Agency London ramrinid g




3/3/98
5/3/98
5/3/98
6/2/98
10/3/98
13/3/98
14/3/98
16/3/98
16/3/98
20/3/98
20/3/98
23/3/98
23/3/98
23/3/98
26/3/98
2713/98
30/3/98
30/3/98
31/3/98
3/4/98
714198
9/4/98

15/4/98
1514198

17/4/98
17/4i58
18/4/98
23/4/98

Post-David Waring's class at Coram Fields - London

Southern Arts Planning Meeting — South Hill Park - Bracknell
Pre-Yolande Snaith’s performance - The Place - London

North West practitioners meeting — NWA Offices - Liverpool
Pre-Bedlam’s performance - The Place - London

Post-Philippa Donnelian’s class - The Place - London

Dance UK Regional Artists meeting - London .
Eastern Arts DASH Meeting — Eastern Arts Offices - Cambridge
Key Eastern region individuals - Cambridge

South West artists meeting - Bristol

Pre-Shobana Jeyasingh performance — Queen E!izabgth Hall - London
Pre-Chatarung meeting — Midlands Arts Centre - Birrpmgham
South East Dance Agency Board meeting - Broadstairs

South West artists meeting - pre- Featherstonehaughs - Taunton
Thursday Group meeting - London

Meeting East London artists - Barking - London .

Key East Midlands individuals - Derby Dance Centre - Derby .
East Midlands artists meeting - Derby Dance Centre — Derby
Welfare and Benefit System Meeting — Arts Council o
Northem artists meeting — Northern Arts Offices - Newcastle
Southern Arts artists Taltkshop — Swindon Dance

Pre-Jonzi D - The Place - London o
West Midlands promoters meeting - DanceXchange —Birmingham.

- West Midlands artists meeting — DanceXchange - Birmingham -

- Pre-Russell Maliphant - The Place — London . o
. Aditi - South Asian Artists meeting — Nehru Centre'- Lo_ndon : -
-South East Arts Artists Mentoring Day - Surrey University - Guildford

Pre-Javier de Frutos - The Place - London .

R

APPENDIX 2

Key Issues Paper

This document was written in January 1998 and circulated to participants in
the consultative meetings. Its aim was to stimulate the thoughts and ideas of
participants as a starting point to wider discussion:

Introduction

Our approach to the Independent Dance Review places a strong emphasis on
problem solving through discussion and debate. We feel it is of the utmost
importance that the review does not merely reiterate the problems which beset
the sector at present, but moves beyond this into constructive and creative
problem-solving. : ’

The purpose of this paper is to flag up some of the issues that have already
been identified as particitarly pressing. We hope that you will find it thought-
provoking, that it will stimulate your own ideas and help you to prepare for the. .
consultative meetings and discussion groups which form an essential part of «
this review. : : I B

Key Issues

The conditions in which dancers work are grim - oscillating between long
hours in dirty studios under intense pressure and periods of unemployment.
What steps could be taken to improve the conditions in which dancers work?

Remuneration across the sector is poor, particularly for choreographers and
dancers. Is it possible to distribute the limited resources available to dance
differently to improve pay for dance artists and others?

Choreographic development projects and mentoring schemes have become
fashionable with service organisations. Are these initiatives having a positive
impact on the development of the artform?

There are limited opportunities for career development in dance. How might
this be addressed? Bear in mind that notions of career structure are changing
in the world at large and that short-term and freelance contracts are
increasingly replacing permanent employment. Is dance one step ahead of
the game as it is accustomed to working in this way or is the lack of a career
structure limiting the development of the artform?




What conditions are needed to allow artists to take greater control of their
work and development?

Is it responsible to encourage new choreographers into a sector which is
increasingly unable to sustain those who are already working within it?

Mature artists are wearying of the continual battle for funding and of living in
perpetual debt. Are we in danger of losing our established artists? How can
their needs be catered for and the contribution they have made to the sector .

be recognised? o e s e

The current system of project funding is failing tc deliver the limited resources
available to dance in ways that encourages longer term artistic development.
Are there alternatives to the current project funding system and if so what .-~ .7
might these be? - Sl

Promoters andiproducer‘szére the interface between artists and audiences.” i~
Would greater investment in the work of these individuals enable them to B
support artistic endeavour in more creative and structured ways? AR

~ Too many companies are chasing too few performance dates. s the funding
systetit’s émphasis on touring unrealistic and unbeneficial to'the artform or’do
ways need to be found to expand the touring options for dance?” If so how |

could this be' done?""

Anecdotal evidence suggests that audiences for dance have grown over the”
past five years but dance is still a miniority interest and is seen by many (even
those who enjoy it) as esoteric and “difficult’. s there potential for substantial
increases in the audience for dance or does it need to find ways. of achieving.

profile and Credibility despite relatively small audiences? =

Are we going about the development of a national infrastructure for danceé in;,
the right way? The NDAs and other key promoters have strengthened, ... . .:
substantially the regional infrastructure for dance but many artists stili feel a-; .
strong pull towards the capital. Competition for funding.everywhere is fierce,
but in London scant resources are at breaking point. The:.needs of artists - -«

based in the regions differ substantially from those based.in London . Is.it .-+

possible to reconcile some of these tensions in ways that result in a more
supportive environment for everyone? TIPSR 08

Rachel Gibson SEREE RIS S R CLINIEt VIR AL
January 1998 :

B

APPENDIX 3

A Dance Novice Views Spring Loaded

As .part of the Spring Loaded Dance Season Emma Gladstone, of the Place
invited Peter Curran, ebullient Irish presenter on Greater London Radio, to g’o
to see five performances by different companies. He had never seen Dénce
before, t?ut is a frequent theatre-goer and includes his views as part of his
show. His comments gave an interesting indication of a novice's expectations
and perceptions of new dance work.

Thé:"fo!léwihg"'is a brief precis of his observations:

- Before the first performance his perceptions of dance had been that it ‘was

'style apd_ not substance', that since it had no words it could not deal in
subtleties, that dancers were physically fit - therefore probably masochists -
and that-to watch them perform would, as a result be intimidating!

The work he saw was Widerfanging but he was‘-struck by,fhe f‘ol/-lrojwi‘néwz .
characteristics: ' | B

audience and performers | e

. :‘he (\j/ery direct communication - straight to the heart rather than via the.
ea RS I T N T

» that the greatest force was in a volume of dancers together, .‘de\Spite, Q...

« the humour and individual personalities built a human empathybetween o

formaiity which seemed to require that everyone got their soll” ~ -
* like'theatre it has a beginning, middle and end - and the coritact With the =
audience seems to be lost most frequently in the middle = -~ - = -

» the music can overpower the dance and detract from its own impact ¢ ¢
* the power of primeval physicality =~ = = een LT sy
* the pleasure of the absurd . ,

* the dance made obscure music palatable =~ :

* the physical peftection is intimidating S

* the confiderice of execution is impressive e ey
* more steps per minute than.... Co Ty Ly ‘
* the mystery, honesty, speed - mesmerising. =~ 7 E b0

e the honeszyof{hebody and the very direct connection with an audieace
Thoughts on marketing: T LA S A A S e ket st S

He felt the publicfty copy that he had seen was indulgent and pretentious and
seem.e.d tq be trylng to sell work as ground-breaking and novel rather tham.: -
exploiting its - quality, excitement, watchability. Smet

R STt
He fe!t thgt dance should be seen as the medium rather than the messagé,
vaunting its extraordinary, wordless power to communicate.




People in the media should seize the opportunity to make an exciting piece of APPENDIX 4

writing or radio about dance rather than merely describe a piece. On radio the |
use of talking over the music could help to create the atmosphere and buzz of Arts Council brief for the Independent Dance Review

a plece.

Independent Dance Sector Brief
As the result of his initiation he claims to be a convert! P A cto

Aim

1 During the past five years the Independent Dance Sector has experienced a
significant number of changes. These include changing working patterns,
poor working conditions for dancers, infrastructure, touring, the evolution of
digital dancing, challenges to the established access points for dance. In
response to these and many other changes the Dance Panel seeks to appoint a
consultant to review the sector in order to assess its characteristics, current
statds, and prospects for future developments. The consultant will be
expected to make recommendations which will enable the development of

, o _ S 7 strategies to strengthen the infrastructure and artistic endeavour over the
| S ’ ' - medium and long terms. ‘

2 The consultant should seek to substantiate the level and range of activity

undertaken by this sector. It will be essential to examine the development of
v N : ' - , the sector over the last five years and to look at changes in the support of
f Coeel T e e B L. e B dance across both the public and private sectors.

" Consultation

: _ . R L C b 3 In order to put boundaries round a large area of activity, work undertaken by
. e TEE G s o s youth groups and fourth year performance groups will be excluded. Whilst the
i e c S e Dance Panel recognises the role played by these groups in employing many

B ' ' B 3 IDP choreographers, it is necessary to restrict the focus of the research in
order that it will be most effective. Project and fixed-term funded clients of
the funding system should be included. In addition, it is important to ensure
that the views of dancers within the Independent Dance sector are gathered as
part of this process.

4 In the last financial year both the public and private funding systems have
undergone a process of rapid evolution. The research should look at the
following areas and potential impact on the IDP funds:

¢ A4E main scheme and A4E Express

¢ Shrinking development funds across RABs and ACE. How to ensure a
co-ordinated approach to dance development across the integrated funding
system

¢  Stabilisation funds .

¢ ACE review of Development Funds across the integrated funding system

e Trusts, Foundations, Businesses

e Local authorities
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Time Scale and Budget

It is expected that the research will take between 40 and 50 days and shonld
be completed by April 1998. Please submit a budget for the work indicating
outline costs as appropriate to your methodology.

Number of drafts required:

e First: Working group and lead officer o

e Second: Dance Department officers for fact check and presentation 1ssues
e Third: Dance Panel and fact check from those consulted (if required)

Background

“Stepping Forward” by Graham Devlin set out a strategy for Dance in the
1990s. It raised many issues to be addressed throughout the decade. Much
has been achieved, whilst other initiatives are in the process of being
addressed. The overriding obJectrve is to create a healthy dance ecology, an
environment where new ‘work | can ﬂourlsh and where new approaches to
dance are constantly sought.

With the stated priority to enhance the portfolio of regularly funded:*
orgamsatrons over recent years, dance budgets across the funding system have

- seen a gradual but srgmﬁcant decline in- Development Funds. * In’ thet"
'Independent Dance sector total funding has remained relatively'static but- the*

Arts Council’s abrhty to respond to the defmands of the sector has’ srgmﬁcantly gl
declined with the Deépartmient’s response rate decreasing from' 36% 2
1994/95 to 23% in 1996/97. Dance Officers across the funding system have ;

endorsed the necessity to re-prioritisé” the buudmg of development resources“
as a matter of urgency. R S A

Approximate size of sector 1997:
Fixed term funded clients: 15 , g ol T

- Project clients-ACE: 35 R LA R NRAA0D -*1‘3;
‘Project clients across funding:system: S O AT It N
Dancers: .approx.-1,500 coEm DY

1. 50' Dance artist support groups: 15 o LA LT V o

& Green List (list of unsubsidized and subsidized :companies): 256 o DIRUTAIC
National Dance Agencies: 8

e Dance Development Agencies: 25

e A4E Express and Main Awards: 336

e Regional Arts Board officers: 10

Some of the changes in working patterns include:

. Greater emphasis on two year working cycles (R&D year one,
production year two); .

. Touring patterns, increased middle scale touring from regularly funded
IDP clients;

. Activity on the small scale touring network, unsubstantiated reports that
there are too many companies fighting over a small number of dates;

. Rise in audience figures reported by dance festivals e.g. Nott Dance,
Taking Risks, etc;.
o The impact of commissions, festrvals and new promoter networks on the

development of ID sector e.g. NDAs, London Dance Network;
o Choreographers in residence programmes, the role of the HE
establishments in artistic development;
o African Dance companies and South Asian dance compames and their
. profile;
. Increased movement of dancers and choreographers - between the
commercial and subsidised sectors;
. The lack of administrative support for small dance companies;
Continued poor working conditions;
.. ® . Assessment and comparison of salary levels, particularly for experienced
o dancers within the sector;
Staff burnout of dancers, administrators and choreographers who have
.. .. now reached late 30s and still on levels of pay which do not reflect level
.. . of skill and experience. Often results in low’ self esteem and loss to the
7 profession of experienced and articulate personnel '

Apphcatlon process
Please submlt your methodology detarled schedule ratlonale and arnblttons for the
research together with a financia] estimate.. Apphcants will be expected to be able
to demonstrate an extensive knowledge-of the Independent Dance sector and grve
details of.a recently commissioned research r)rOJect with referenees

Tenders should be- °ubm1tted by 215t November 1997 Interv1ews w111 be held the
week begrnmng December 8th 1997.

Management

The consultant will work with a steering group comprrsmg of Marre McCluskey
(Dance Panel representative), Gregory Nash (Development Adviser represeritative -
Lst meeting only), Nikki Crane (Regional Arts Board representative), Graham
Marchant (External Adviser) and an artist representative. This-group will be co-
ordinated by Clare Lovett (Dance Officer) and will meet approynnately four times.

. e
L T LY




APPENDIX 5

Extracts from A Creative Future

“Development in the arts cannot be sustained if artists are unpaid - or even if
they are paid only when their work reaches the public: development work is
expensive. Reductions in the amount of experiment and of new work in all
forms are already apparent and are clear signs that Great Britain cannot
without grave damage continue to get its arts on the cheap.”

“It is important - in all the justified emphasis on artistic originality - that the
claims of stability are not neglected. ...originality covers not merely new art,
but new ways of bringing together art and public. All self-critical arts
orgarnisations,

including those who work in traditional ways, think hard about themselves, the
art they present and the communities in which and for which they work, and
seek to develop accordingly. Development from a base of stability deserves
support; artistic stagnation does not.”

“Originality and sustained development in the arts need more than a few
artistic ‘flagship’ organisations, however generously funded. The flagships
themselves, the arts as a whole and the public will be served if a wide range of
artists and organisations is funded and if funding categories are flexible and
respect the unpredictability of the new.”

A Creative Future — the National Arts and Media Strategy 1987.
g
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