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1. Executive Summary 

The aim of this research project was to better understand the working lives of freelancers in 

the UK dance sector, including their support needs, contributions they make to the economy 

and society, and their psychological wellbeing. This is the first large-scale study of 

freelancers working in dance to be undertaken, the findings of which may help organisations 

to design evidence-based strategies to support the growth and resilience of the freelance 

sector. In order to meet the research aims, data was collected in multiple ways. An online 

survey gathered data from a total of 499 freelancers as to their roles, hours, pay, benefits, 

outgoing costs, working contexts, education, psychological wellbeing and resilience. This 

was supplemented by a tracking survey in which over 40 freelancers recorded their pay and 

hours for three months. We conducted focus groups with 14 current freelancers, four former 

freelancers, and seven organisational representatives to better understand freelancers’ work 

and support needs. Finally, seven freelancers were interviewed regarding their particular 

roles and incomes, to begin to understand the specific contributions they make to the 

economy.  

 

Findings revealed that most participants worked in several roles, the most common of which 

were teaching, choreographing and performing. Their working patterns and pay fluctuated 

but most participants agreed that their pay was low, particularly given their high levels of 

education. Participants’ average annual income from their freelance dance work was 

£11,669.74, meaning that they often took on additional work in other sectors. They also 

reported numerous outgoing costs which were seldom reimbursed, and low levels of benefits 

associated with their roles. As a result, many freelancers relied on the support of their 

families and partners. Despite these challenges, the participants reported relatively high 

levels of wellbeing and resilience, scoring particularly highly for personal growth and purpose 

in life, indicating that their work may provide meaning and opportunities for self-

development. Analyses highlighted numerous ways that freelancers contribute to the UK 

economy and impact society, including enhancing the knowledge-based economy, improving 

labour productivity, reducing costs to the NHS, and generating income through tourism and 

heritage activity. To capitalise on these contributions, participants expressed a desire for 

more training in areas such as finance, administration and enterprise that support and 

enhance their artistic activity. They wanted more subsidised work spaces (including studios 

and office spaces), CPD opportunities, and healthcare, and greater access to peer networks 

which provided both artistic and personal support.  

 

Overall, this report represents an important move forward in understanding this under-

researched population, providing a detailed picture of working conditions and needs which 

could be used to champion activity and ensure a relevant and resilient future for dance. 
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2. Introduction 

Freelance working in the dance sector is defined as individuals working on a self-employed 

basis, selling work or services by the hour, day or job, rather than on a permanent salaried 

contract. This includes individuals working as performers, creators, teachers, managers, 

producers, healthcare providers and researchers, or any combination of these, in a portfolio 

career. According to the Office of National Statistics (ONS), there are currently 21,000 

dancers and choreographers working in the UK, of whom 17,000 are self-employed. Annual 

Population Survey (APS, 2017) data reported similar findings of 22,300 dancers and 

choreographers in the UK. These statistics do not include a range of other dance careers 

and roles, and thus are likely to underestimate the size of the dance workforce. However, 

they do demonstrate that a large proportion of dancers and choreographers (81% according 

to the ONS) work on a freelance basis. Freelancers take on a range of roles in the dance 

sector, driving the art form and delivering across various sectors and communities, including 

arts and culture, education, leisure and tourism, and health and social care. However, the ad 

hoc nature of their work has meant there is little evidence of their activity to inform how the 

dance sector develops in response to their needs.  

 

To begin this study, a number of recent surveys and research reports were collated to help 

paint a picture of working life in the dance and creative arts sector, in order to assess gaps in 

knowledge and evidence. These included: 

 

 Survey of Artists (ArtWorks, 2014) 

 Older People’s Dance Activities (People Dancing, 2016) 

 Independent Dancers: Roles, Motivation and Success (University of Bedfordshire, 

2016) 

 Destinations of Leavers from Higher Education Survey (HESA, for 2016-17) 

 Contribution of the Arts and Culture Industry to the UK Economy (CEBR, 2017) 

 Balancing Act Survey (Parents and Carers in Performing Arts, 2018) 

 Regional Dance Agency Staff Data (Swindon Dance, 2018) 

 Careers in the Arts Report (ELIA, 2018) 

 Next Ten Year Strategy: Evidence Review (Arts Council England, 2018) 

 Livelihoods of Visual Artists: Summary Report (TBR, 2018) 

 The Voice and Presence Survey: Women of the African Diaspora in Participatory 

Dance (People Dancing, 2019) 

 



 

5 

The findings of these surveys and reports are summarised below (full summaries of each 

report can be found in Appendix 1). The Centre for Economic and Business Research 

(CEBR, 2017) calculated that in 2015 the arts and culture industry, as a whole, employed an 

estimated 131,200 people in the UK. Performing arts (including dance) was recognised as 

the largest contributor, amounting to 35% of total employment in the arts and culture 

industry. Taking into account wider multiplier impacts of the arts and culture industry in 

relation to the ONS national accounting framework, they concluded that the arts and culture 

industry’s aggregate Gross Value Added (GVA) impact reached an estimated £24.5 billion in 

2015 (CEBR, 2017).   

 

Despite this large contribution to the economy, similarly low rates of pay and salaries were 

reported for artists across the various surveys, with an average annual income of £16,000 

for those working in the performing arts. This often increased when non-arts work was taken 

into account; for a large number of participants, their arts income represented less than 50% 

of their yearly total income and was insufficient to cover their living costs. Respondents 

suggested that funders should play a greater role in monitoring artist pay particularly as it 

often fluctuated according to different projects and roles. Income was related to career 

stage, indicating that expertise is better remunerated, but freelancers tended to earn much 

less than their full-time employed counterparts (who on average were earning closer to 

£30,000). Artists were supported financially by partners, personal savings, family and 

friends, tax credits and state benefits. Those with caring responsibilities were particularly 

reliant on in-kind support from partners and family members to sustain their work. Among 

freelancers, 85% with dependants reported having turned down work because of their caring 

responsibilities, and many (mostly women) had changed work roles to accommodate these 

duties. 

 

In addition to family and friends, survey respondents reported their primary sources of 

support as peer and professional networks, and membership organisations. Peer networks 

were seen as crucial for artistic development, both for practice and discovering opportunities. 

Participants expressed a desire for more support networks across the sector and for 

individual artists, as well as opportunities such as locally-initiated funding workshops, and 

business, administrative and communication skills development. There was the suggestion 

that these should be embedded earlier in training where possible to help equip graduates 

with the skills they need to navigate the freelance sector. Given that performing artists tend 

to be highly educated, embedding skills into training could be an effective way of helping to 

prepare them for a portfolio career. While participants had an appetite for further training and 

development, this was affected by the financial and time cost of doing so, as well as a lack of 
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relevant opportunities. In comparison to those working in other art forms, people working in 

dance were among the most likely to pay for their own development activities and to cover 

the cost of their time for accessing these opportunities. Participants felt that their expertise 

was appreciated by employers, commissioners, and those engaged in the work (such as 

workshop or class attendees), but that the potential benefits of their work were not fully 

understood and that some types of work (e.g. participatory arts) were not valued as an 

artistic practice. Difficulties in articulating the value of practice effectively were reported, 

particularly in gaining the support of those in the health and care sectors (such as GPs).  

 

While these findings paint a rather negative picture of working life in the creative industries, it 

is important to bear in mind that, for many, the benefits associated with this work outweigh 

the costs. Our recent research project (Aujla & Farrer, 2016) adopted a psychological 

framework to examine the experiences of a small sample of independent dancers through in-

depth interviews. Participants reported being motivated by artistic development and a desire 

for autonomy, feeling fulfilled by their work and satisfied that they were making a contribution 

to their field or society. Psychological characteristics such as optimism, self-confidence and 

self-awareness enabled them to overcome some of the previously outlined challenges and 

remain resilient to the demands of the role. 

 

These reports and surveys provide a valuable context for better understanding the particular 

challenges of working in the arts; however, there is very limited evidence that focuses 

specifically on the freelance dance sector and, in particular, no up-to-date large-scale survey 

of this workforce. It is, therefore, difficult to glean an accurate picture of their experiences 

based on the more generalised evidence about the wider arts and culture industry. In 

response to this concern, the current study adopted a multifaceted approach to data 

collection, using both quantitative and qualitative methodologies. It is recognised that there is 

a need for quantifiable data about conditions of employment, but that it also needs to be 

elucidated by first-hand accounts of those working in the sector. In response to these needs, 

this report focuses on three key strands: 

 

 Working Lives: Updating knowledge and statistics about typical roles in a freelance 

and/or portfolio career; and evaluating organisational support structures and 

services, and how they can best respond to the needs of freelance workers  

 Economic Contributions: Gaining insight into the economic contributions of 

freelance workers to their communities and the wider UK economy  

 Wellbeing and Resilience: Investigating freelancers’ wellbeing and resilience, which 

may be requisite for sustaining a portfolio career  
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The findings from this study will be used to advocate on behalf of the dance sector, and to 

inform the development of the work that One Dance UK and other partners do to support 

freelancers. The project was informed and supported by a steering group of partner 

organisations that are recognised as key stakeholders in the future development of freelance 

dance professionals.  

 

Prior to commencement of the project, each strand of the research was approved by the 

Ethics Committee of the Research Institute for Media, Art and Performance at the University 

of Bedfordshire. All participants were provided with information detailing the aims and 

processes of the research, as well as assurance of confidentiality and anonymity of all data 

collected. Participants were required to sign informed consent prior to taking part (online 

survey participants were required to confirm their consent electronically). Participants were 

encouraged to contact the researchers with any questions or concerns, and were informed 

that they could omit any question they were not comfortable answering or withdraw from the 

study at any time. All data obtained was stored on password protected computers. 

 

The report is structured so that there is a brief literature review, description of methods, and 

findings section for each research strand. These are then summarised in Section 6 and 

some evidence-based recommendations are put forward in Section 7, which may assist One 

Dance UK and its partners to provide support based on identified needs and gaps in 

provision. 
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3. The Working Lives of Freelancers 

3.1 Literature Review 

While there is substantial anecdotal evidence about the working conditions of the freelance 

dance sector, there is little academic research that documents this area of work. The most 

recent large-scale survey of the UK dance workforce is now 10 years old (Burns & Harrison, 

2009), and there have since been significant political and economic shifts that have 

challenged the arts. More recently, we undertook a smaller-scale study called Independent 

Dancers: Roles, Motivation and Success (Aujla & Farrer, 2015, 2016; Farrer & Aujla, 2016) 

investigating the experiences of independent dancers working in the UK to better understand 

their working lives and specific psychological factors such as motivation and self-definitions, 

and how these helped dancers in their careers. In order to do so, we interviewed 14 dance 

artists (11 female and three male), aged between 22 and 42 years, who were at different 

stages in their careers and based in different areas of the country. The semi-structured 

interviews produced first-hand accounts of how these dancers experienced working in the 

sector, from which we identified key themes that were significant in relation to understanding 

the work they did. 

 

The findings highlighted the multifaceted nature of freelance dance work with many dancers 

describing themselves as having ‘portfolio’ careers or ‘wearing different hats’. They took on 

numerous roles which often included teaching, performing, managing and choreography, 

sometimes simultaneously and sometimes at different times in a year. Within these roles, a 

significant feature of the participants’ descriptions was their understanding of formal and 

informal roles. Dancers highlighted the importance of activities such as administration, 

budgeting and accounting, finding and applying for work and/or funding opportunities and 

networking to support their work; however, they felt these aspects were considered to be 

informal, and not often recognised or valued in the same way as their formal roles. Three 

discernible career stages emerged from our analyses: early, mid and late. It was evident that 

as dancers became more experienced, they generally developed a greater sense of 

confidence about their work. Through building their reputation, dancers were able to work 

more autonomously, pursuing their own artistic vision and making choices about what they 

did in relation to their own priorities. This was in contrast to early career dancers, who often 

felt the need to ‘say yes to any opportunity’. 

 

The main challenges the participants described were around financial instability and 

informality, lack of structure to their work, challenges managing work-life balance, isolation 

and lack of opportunities for career progression. Many reported a sense of hierarchy that 
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pervaded the sector, which they perceived as valuing roles in choreography and 

performance more highly than those within teaching or community settings. The participants 

themselves did not endorse these values, and many gave examples of how and why they 

chose not to follow this kind of career pathway. 

 

Despite the challenges they faced, the dancers were highly motivated by and passionate 

about their work. Fulfilling multiple roles gave them variety in their daily lives, introduced 

them to new areas and disciplines, and enabled them to grow artistically. The dancers 

valued the opportunities their work gave them to collaborate with other practitioners and feel 

part of a community. They enjoyed making a contribution to their field through engagement 

with audiences, participants and fellow artists. Dancers measured success not in relation to 

the previously mentioned hierarchy, but by their experience of autonomy and fulfilment in a 

variety of different roles, and through their ability to obtain regular, fairly paid work that 

enabled them to contribute to a sector they felt passionate about.  

 

In summary, the findings of this previous study (Aujla & Farrer, 2015, 2016; Farrer & Aujla, 

2016) highlight the multifaceted nature of dancers’ work; the challenges they face including 

lack of stability, consistency and formality in their work; and the positive experiences and 

benefits that motivate them to work in the field. The research identified a need for an up-to-

date larger-scale investigation into the working lives and conditions of the freelance dance 

community, in addition to better understanding organisational structures and how they 

respond to, and potentially shape, the needs and conditions of the sector. As a result, we 

devised a mixed methods research design for the Working Lives strand of the current study 

to provide comprehensive data regarding the nature of freelance work in the dance sector.  

 

3.2 Methods 

An online survey was designed to gather quantitative data about working life in the sector 

from a large sample of participants. This was supplemented by qualitative interview and 

focus group data to provide greater depth to the areas of interest.  

 

Online Survey 

The online survey was developed with a mixture of closed- and open-ended questions, and 

piloted with three freelance dance workers. Once the questions were refined after the 

piloting phase, the survey was hosted on an online platform, SurveyMonkey (SurveyMonkey 

Inc., California, LA), and a link was sent to potential participants via email invitations, 

organisational networks, and social media platforms. Survey questions gathered information 
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regarding demographics, socioeconomic status, the current nature of the participants’ 

freelance work in the dance sector, their use of existing support, and further support needs. 

Subsequent questions measured the subjective wellbeing and grit (passion and persistence) 

of participants (this is reported on in detail in Section 5).  

 

The sample consisted of 499 participants with 405 female, 84 male, and 4 non-binary or 

gender fluid respondents. Participants had a mean age of 37.24 ± 11.93 years. Detailed 

demographic information regarding the sample is presented in Table 1, and Figures 1 and 2.  

 

Tracking Surveys 

In order to gain further insight into the nature of freelance work patterns and rates of pay, the 

online survey participants were invited to complete three shorter surveys over three 

consecutive months. Participants opted to provide their email address so unique ID codes 

could be generated and issued, and a link to each survey was delivered to each participant 

by email. The number of completed surveys ranged from 43–73 depending on the month. 

 

Each survey was analysed in the same way. SurveyMonkey software provides automatic 

analyses of quantitative responses, which were then exported to MS Excel for cleaning and 

further detailed analyses. Open-ended responses were organised into thematic categories 

and analysed qualitatively.  

 

Focus Groups and Interviews 

A range of focus groups and interviews were then conducted to provide further depth and 

detail to the survey findings. We recruited 12 female and two male current freelancers from 

the Midlands, South of England, North West and Scotland. These focus groups included 

seven dance artists, four dance teachers, and four healthcare providers. Interview questions 

were designed to gather information regarding experience in, and views on, current and 

previous freelance work in the dance sector, and covered four main areas: background and 

training; current living situation; details regarding work and career; and views on support for 

freelancers in the dance sector.  

 

We also conducted a focus group with seven female organisational representatives from a 

total of six organisations based in Scotland, the North West, London, East of England and 

the South East to better understand the roles that organisations play in supporting and 

promoting the work of freelancers. Finally, four former freelancers from the Midlands, 

London and the South East were interviewed to explore their reasons for moving into 

employed roles, to gain their perspectives and experiences of working in different capacities.  
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Potential participants were invited to take part in the focus groups and interviews via email 

and call out at a national conference. Participants responded to questions either in person 

or, where this was not possible, via phone or Skype. Conversations were recorded digitally, 

and later transcribed for analysis. The transcripts were analysed inductively by identifying 

relevant sections of text (meaning units) and organising them into categories. The categories 

were then arranged hierarchically into higher and lower order themes based on their 

relationship to the research questions and existing literature (Patton, 2015). Key quotes have 

been extracted to illustrate these categories and themes in Section 3.3 to support the 

quantitative data from the online survey. The results from the focus group with organisational 

representatives are then presented and contextualised below those for the online survey. 

 

3.3 Findings 

Online Survey and Freelancers Focus Group Findings  

This section reports on a range of findings pertaining to the working lives of freelancers, the 

support they commonly access and the support they require, and the contributions they 

make to their communities and society. 

 

Demographics of the sample (N = 450-499)1 

The average age of survey respondents was 37.24 years (± 11.93), with a range of 19-81 

years. Respondents had been working freelance in the dance sector for 11.25 years (± 9.25) 

on average, although this ranged from one month to 60 years. 

 

The majority of participants (81.16%) were female, with 16.83% males. Three respondents 

identified as non-binary and one as gender fluid; six participants preferred not to indicate 

their gender. The majority of participants (83.13%) were white, followed by mixed ethnic 

backgrounds (6.63%), Asian (4.42%), Black (2.4%), and 1.61% being from any other ethnic 

group. Nine participants preferred not to indicate their ethnic background. The breakdown of 

these groups is below:  

 

 

 

                                      
1 The number of responses varied per question. Generally, the number of responses decreased as 
the survey went on, presumably due to the length and at times complexity of the survey (although this 
was made clear in the introductory text). Additionally, some participants chose not to answer some 
questions, perhaps because they were not relevant to them. We received 276 fully completed 
surveys, which from a scientific research perspective is a robust sample size. 
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Table 1: Participant ethnicities.  

Ethnic group Number 

White 

English/Welsh/Scottish/N. Irish/British 324 

Any other White background 84 

Irish 6 

Mixed/multiple ethnic groups 

White & Black Caribbean 12 

Any other mixed/multiple background 9 

White & Black African 7 

White & Asian 5 

Asian/Asian British 

Indian 10 

Chinese 8 

Any other Asian background 2 

Pakistani 1 

Bangladeshi 1 

Black/African/Caribbean/ Black 
British 

African 5 

Caribbean 5 

Any other Black/African/ 
Caribbean/Black British background 

2 

Any other ethnic group  8 

Prefer not to say  9 

 

In terms of nationality, the majority of respondents were British (77.53%) although a smaller 

number were from other parts of the world including Europe or America. Most participants 

were based in England (89.31%), while 5.65% were based in Scotland, 4.23% in Wales, and 

0.81% in Northern Ireland. In numerical terms, 443 participants were based in England, 28 in 

Scotland, 21 in Wales and four in Northern Ireland. Because the majority worked in England, 

the chart below represents the regions in which they were based. Just under half (48.75%) 

were based in London or the South East. 
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Figure 1: Geographic locations of participants based in England. 

 

A broad range of training histories was reported, with an average of 8.93 years (± 7.81) of 

training, although this ranged from 0-56 years. Of those who had received formal training, 

this tended to be either in a university (53.38%) or vocational setting (51.27%). However, a 

sizeable number of participants reported learning on the job through work experience 

(30.51%), while 2.21% had not received any training. The chart below shows the highest 

level of education the participants had received and depicts high levels of education, with 

over 40% of participants holding a Master’s degree. 

 

 

Figure 2: Education level of participants. 

 

London (32.65%) South East (16.10%)

South West (12.47%) Yorkshire and the Humber (8.16%)

East (7.71%) East Midlands (7.71%)

North West (7.03%) West Midands (5.67%)

North East (2.49%)

0% 5% 10% 15% 20% 25% 30% 35% 40% 45% 50%

Other

No qual

GCSEs

A-levels

Undergrad

Master's

PhD
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Many of the participants had also gained additional qualifications relating to their work. In 

total, 304 participants responded to this question as not all participants held an additional 

qualification. 

 

Fitness qualifications 

Eighty-eight participants (28.95%) held fitness qualifications, including 20 with yoga, 19 with 

Pilates and five with personal training qualifications. A further 42 respondents held diplomas 

or certifications in body conditioning, gymnastics coaching, Barre Fitness, Klein Technique, 

Exercise to Music (ETM), Level 1-4 fitness qualifications, Dalcroze Eurythmics, Pre & Post 

Natal Exercise and Zumba. 

 

Teaching and education qualifications 

Of the respondents, 38 (12.5%) held teaching qualifications. Eleven held Postgraduate 

Certificates in Education (PGCE), in dance or physical education, or extended Level 6 

diplomas in dance teaching. Twenty-seven participants held Level 3 and 4 teaching 

certifications, further education teaching certificates, certificates in adult education (e.g. 

FAETCII, basic certificate), General Professional Recognition in the Life Long Learning 

sector, and Associate Fellowship of the Higher Education Academy.  

 

A total of 71 (23.03%) participants held teaching qualifications specific to dance. Thirteen 

held certifications with the Imperial Society of Teachers of Dance (ISTD) in areas including 

ballet, tap, modern and Latin American; 12 held qualifications with the Royal Academy of 

Dance (RAD) in areas such as ballet teaching studies and adult dance practice; 12 held 

Diplomas in Dance Instruction (DDI) in areas of ballet, tap and modern; and seven held the 

Diploma for Dance Teaching and Learning (DDTAL).  

 

Additional qualifications held by respondents included those from British Ballet Organisation 

(BBO), International Dance Teachers Association (IDTA), Art of Movement Studio diploma, 

Skinner Release Technique, diploma in Community Dance, Arabic dance diploma, salsa 

teaching certification, Progressing Ballet Technique (PBT), Royal Ballet School, Trinity 

Laban, and Higher National Diploma (HND). 

 

Movement therapy qualifications 

Twenty-one respondents (6.91%) held qualifications in movement therapy practices. Six had 

qualifications in massage, including Sports Massage Therapy, five in Postural Stability, and 

three in Physiotherapy. Seven participants held diplomas or certifications in Dance 
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Movement Therapy, Somatic Movement Education, Sports Therapy, Bowen Therapy or 

Exercise Physiology. 

 

Business qualifications 

Nine respondents held qualifications related to business and administration, ranging from 

BTEC or A-level qualifications, to postgraduate diplomas in Business Management, 

Business and Administration, Marketing, Arts Administration or Arts Management.  

 

Support qualifications 

Of all respondents, 46 (15.13%) held qualifications to support their specific areas of 

freelance practice and awareness in the dance sector. These included qualifications based 

on inclusion in dance settings, held by eight respondents, such as Epilepsy Awareness, 

Inclusive Arts Leadership, Inclusive Approaches, Autism Awareness, British Sign Language, 

Supporting Learning Disability and DanceAbility teacher training certifications. Three 

respondents held Dance for Parkinson’s certifications.  

 

Eight respondents held qualifications in the area of safeguarding and child protection, 13 

were qualified in First Aid and three were qualified in Safe Dance Practice. 

 

In addition to the categories detailed above, some participants held qualifications including 

Benesh notation certifications, Circus Arts, life coaching certification, and choreography 

qualifications, e.g. Specialist Diploma in Choreology. Other areas included mental health, 

which encompassed qualifications in Counselling Skills, Practitioner Skills for Eating 

Disorders, and Mental Health Awareness; languages, including British Sign Language (BSL) 

and Spanish; and the Clore Leadership Programme. 

 

Taken together, these findings demonstrate that freelancers are a highly educated and 

skilled workforce with qualifications specific to a range of areas of expertise. 

 

Socioeconomic status indicators (N=400-499) 

We asked participants a small number of questions relating to their socioeconomic status. 

The table below represents the participants’ relationship status: 
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Figure 3: Participants’ relationship statuses. 

 

A quarter (26.6%) of freelancers reported having at least one dependent, most of whom 

were under the age of 22 years, although there were five instances of dependents being 

aged 35 or older. Of those who reported having one or more dependents, numbers were as 

follows: 

 48.87% had one dependent 

 40.60% had two dependents 

 9.77% had three dependents 

 0.75% had four dependents 

 

Many of the participants’ parents or guardians were highly educated. We asked participants 

to indicate each parent/guardian’s level of education: just under half of Parents/Guardians 1, 

and a third of Parents/Guardians 2, were educated to undergraduate degree level or higher. 

High levels of employment were reported, with only 1.43% of Parents/Guardians 1, and 

3.99% of Parents/Guardians 2, being unemployed. Most parents or guardians earned over 

£20,000 per year, although a third of freelancers were unsure of their parents’ or guardians’ 

income (see Appendix 2 for a detailed breakdown).  

 

In total, 63.84% of participants reported receiving financial or in-kind support from family 

members or friends to support their education or freelance work in dance. Where specified, 

support was detailed as follows:  

 43.94% received support from family during their training or education 

 25.40% received support from family while working in the freelance sector 

 

0% 10% 20% 30% 40% 50% 60%

Single/Never married

Married/Civil partnership

Prefer not to say

Other (in partnership/engaged)

Divorced/Separated

Widow/Widower
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Family support tended to be financial contributions towards education and training, rent and 

living expenses, and the provision of childcare or accommodation. One focus group 

participant explained: “my parents made massive sacrifices to enable me to do dance 

classes…they just thought it was really important”. Family support appeared to lessen once 

freelancers were working, with the exception of those participants who lived with their 

parents. In addition, just under half (48.28%) of participants had received a scholarship or 

bursary towards their education and training, which included student loans, bursaries from 

various arts or dance networks, and scholarships provided by the government, NHS and 

academic institutions. 

 

In terms of their own income, the below table shows the participants’ total annual household 

income (417 respondents): 

 

Table 2: Total annual household income. 

Annual household income (£) 

Minimum income 500 

Maximum income 200,000 

Average (standard deviation) 37,069.98 (± 28,597.41) 

 

This table can be compared with reported annual income from freelance work in the dance 

sector, which on average provided 31.48% of the annual total household income. It is 

noteworthy that the standard deviation for average income from freelance dance work is 

large, indicating a large spread of responses.  

 

Table 3: Total annual income from freelance dance work. 

Annual freelance dance income (£) 

Minimum income 100 

Maximum income 45,000 

Average (standard deviation) 11,669.74 (± 8551.81) 

 

Focus group participants were generally dissatisfied with rates of pay, as they were primarily 

viewed as being too low. Many felt that fees did not take into account preparation and travel 

time, and were not always prone to an increase commensurate with experience level: “I think 

as a freelancer you’re often trying to argue for what the value of your work is, in order to get 
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a fee that is realistic”. Even those freelancers familiar with minimum rates of pay established 

by Equity viewed them as too low, and tried to negotiate a higher fee for work. 

  

To establish their rates of pay, some participants relied on their peers for guidance, such as 

“just checking in with friends and people close to you that are in the same sector, and asking 

for advice, because I think with freelance there’s no set going rate”. Others were less 

discerning regarding rates of pay, stating that they would accept a lower fee for a job that 

they really wanted to do, or because they were scared of losing work when bills needed to 

be paid.  

 

Focus group participants lived either with their partner in a mortgaged property, or in a 

shared rental property. For some, financial circumstances impacted on living situations. One 

freelancer noted, “The idea of buying, just, that’s like going to Mars, you know, that’s just 

like, because, it’s not that we didn’t earn very much money but you don’t know what’s 

coming.” For those who owned their own property, their partners’ earnings were seen as 

more reliable in securing a mortgage. For example, one participant reported, “We ended up 

just putting my husband’s work on [our mortgage application] because as a freelancer even 

my three years of good books wasn’t reliable”. This led to freelancers potentially feeling 

vulnerable and that their work was undervalued: “Approaching some sort of borrowing 

situation, it makes you feel intimidated and inadequate, and it just brings up a lot of anxiety 

around the instability of your financial situation”.  

 

The nature of the career (N=290-450) 

Workers are defined as those who have a contract or other arrangement to perform work or 

services for a reward, whether money or benefit in kind. They can also complete casual or 

irregular work if they occasionally do work for a specific business, and their contract with the 

business uses terms such as ‘casual’ or ‘freelance’ (GOV.UK, no date a). Almost all workers 

are legally entitled to paid holiday, also known as statutory leave entitlement, including 

workers with irregular hours (GOV.UK, no date b). An employee is someone who works 

under an employment contract, and is considered as a worker but with additional 

employment rights and responsibilities, such as statutory sick pay, and maternity, paternity 

and shared parental leave (GOV.UK, no date c). If someone runs their business for 

themselves, they are self-employed, do not have the employment rights and responsibilities 

of employees and are responsible for paying their own National Insurance and tax. These 

types of workers also submit invoices for work they have conducted, do not get holiday or 

sick pay when not working, and conduct business under a contract using terms such as ‘self-

employed’, ‘consultant’, ‘freelance’, or ‘independent contractor’ (GOV.UK, no date d). Whilst 
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the respondents in this study self-identified as freelance, the data captured in the survey 

may inherently include work across a variety of employment statuses according to these 

definitions. As such, the roles described by our respondents (Table 4) may sit within various 

legal frameworks regarding what benefits they are entitled to as part of their work.  

 

Most participants (62.62%) reported working freelance in a part-time capacity, although 

38.32% considered themselves to be full-time. We asked participants to indicate their career 

stage, with 53.21% considering themselves to be mid-career, 30.50% early career and 

16.28% late career. 

 

Participants were then asked to respond to a number of questions based on their work in the 

last 30 days. This was to provide a snapshot of working life in the sector (as opposed to, for 

example, asking freelancers to report on their ‘busiest’ time, which may be susceptible to 

bias in reporting). The following table represents the participants’ varied roles, the time spent 

on them and their income from each one. The information presented is complex and 

demonstrates the combination of regular versus temporary or ad hoc, paid and unpaid work 

the participants undertook. Some of the key points are as follows: 

 The roles are listed according to how often they were reported. Teaching, performing, 

and choreography were the most common roles, while directing, healthcare 

provision, and mentoring were the least common. A number of additional roles were 

also reported such as research and design. Many of the participants considered their 

main job to be teaching or choreography but generally took on several roles, which is 

supported by focus group findings: “I go as ‘independent dance artist’, so I work as a 

choreographer, work as a performer, work as a mentor, teacher, director, facilitator, 

public speaker”. 

 Low rates of pay were reported: the most common level of pay for the 30-day period 

was £100-500 for each role. Performing, choreography and artistic director roles 

were among the highest paid. 

 Contracts were typically regular (e.g. education, producing, administration, 

facilitating, healthcare) or temporary (e.g. performing, choreography, consultancy, 

directing). Written contracts were more commonly reported than verbal (51.06% of all 

roles). However, for all roles, at least a quarter were verbal indicating many 

participants have informal agreements for their work. This could be because formal 

contracts were less common early in a freelancer’s career. In focus groups, some 

participants promoted the role of Equity in negotiating contracts. 
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 For each role, at least 10% of participants were working on a voluntary basis. 

Notably, just under 40% of administration work was unpaid, reflecting the 

combination of formal and informal work within the administrative category. The 

informal work is an essential but rarely recognised part of freelancers’ work (Aujla & 

Farrer, 2016). 

 Fewer than 10% of roles provided benefits (that participants were aware of; a small 

number of participants were unsure about their roles’ associated benefits). The 

highest amount of benefits was reported in the role of teaching/education, whereas 

those working in mentorship roles did not receive any benefits as part of their work. 

Reported benefits varied across roles (these percentages include all of the roles 

described by participants, which include some personal administration, and may 

include some instances where respondents have listed separate roles that relate to 

one contract): 

 4.07% of roles provided pensions  

 3.29% of roles provided sick pay  

 7.73% of roles provided holiday pay  

 2.54% of roles provided parental leave 

 

The most common responses for each role (in terms of hours per week, contract type and 

income in the last 30 days) have been highlighted in grey in Table 4 for ease of 

interpretation. Percentages reflect the number of roles that relate to each category within the 

role, rather than the percentage of respondents reporting on those areas. The numbers 

reported under each role category relate to the number of roles within that category that 

participants provided information for, and therefore the number of roles that the hours per 

week, contract and income columns represent. Where roles were named but not 

substantiated with any additional information, they were not included in the table. A full 

breakdown of roles, income and pay can be found in Appendix 3. 
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Table 4: Roles, activities, hours, contract types and incomes as reported by freelancers.  

Role 

(# of roles reported) 

Example of  
activity 

Hours/wk 

(% of roles) 

Contract 

(% of roles) 

Income: 

last 30 days 

(% of roles) 

Teaching/ 

Education (304) 
 

e.g. lecturing in higher 
education, teaching in 
schools or private studios 

 Teaching classes 
 Lesson-planning 
 Choreography 
 Evaluation 
 Meetings 
 Music editing 
 Research 
 Travel 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

21-25 hrs: 

26-30 hrs: 

31+ hrs:         

53.14 

23.43 

9.90 

7.92 

3.30 

0.66 

1.65 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

Mix:       

56.32 

19.13 

9.39 

7.22 

7.94 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

£2000-2500: 

£2500-3000: 

Voluntary:              

13.30 

27.04 

22.32 

11.59 

8.58 

5.58 

0.43 

0.43 

10.73 

Performance (122) 

e.g. commercial, musical 
theatre, circus, company-
based events 

 Performing 
 Rehearsing 
 Touring 
 Administration 
 Injury management 
 Training 
 Planning & 

budgeting 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

21-25 hrs: 

26-30 hrs: 

31+ hrs:          

35.83 

24.17 

11.67 

6.67 

1.67 

6.67 

13.33 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

Mix:       

11.50 

47.79 

14.16 

15.93 

10.62 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

£1500-2000: 

£2000-2500: 

£2500-3000: 

£3000-3500: 

Voluntary:  

14.61 

21.35 

22.47 

7.87 

7.87 

8.99 

3.37 

1.12 

2.25 

1.12 

8.99 

Choreography/ 

Making (112)  

e.g. stage performances, 
film, commercial work, 
one-off projects, syllabus 
creation 

 Creating work 
 Research 
 Collaboration 
 Rehearsing 
 Meetings 
 Networking 
 Event management 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

21-25 hrs: 

26-30 hrs: 

31+ hrs:                 

51.79 

15.18 

13.39 

8.04 

4.46 

3.57 

3.57 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

Mix:       

19.80 

46.53 

13.86 

12.87 

6.93 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

£1500-2000: 

£2000-2500: 

£2500-3000: 

£5000+: 

Voluntary: 

13.48 

17.98 

19.10 

11.24 

5.62 

4.49 

4.49 

2.25 

1.12 

1.12 

19.10 

Administration* (83) 

e.g. informal or formal 
work for company, 
organisation or institution 

 Writing 
 Planning 
 Fundraising 
 Marketing 
 Accounting 
 Publicity 
 Website/social 

media 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

21-25 hrs:  

55.42 

30.12 

8.43 

4.82 

1.20 

 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

Mix:       

43.24 

27.03 

14.86 

6.76 

8.11 

 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

£1500-2000: 

£2000-2500: 

Voluntary: 

20.97 

19.35 

11.29 

1.61 

3.23 

1.61 

1.61 

1.61 

        38.71 
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Producing (58) 

e.g. creative producers, 
executive producers, 
production managers 

 Producing 
 Administration 
 Budgeting 
 Planning 
 Project proposals 
 Funding applications 
 Communications 
 Tour booking 
 Market research 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

21-25 hrs: 

26-30 hrs: 

31+ hrs:         

36.21 

13.79 

18.97 

18.97 

5.17 

1.72 

5.17 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

Mix:       

37.74 

35.85 

13.21 

3.77 

9.43 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

£2000-2500: 

£4500-5000: 

Voluntary: 

18.60 

18.60 

11.63 

4.65 

4.65 

9.30 

6.98 

2.33 

23.26 

Facilitation/ 
Leading (58) 
 

e.g. community dance 
teachers, artists, 
facilitators; workshop 
leaders, movement 
practitioners, rehearsal 
directors 

 Facilitation 
 Workshop leading 
 Planning & research 
 Community dance 
 Rehearsal directing 
 Support staff 
 Administration 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

21-25 hrs: 

26-30 hrs: 

31+ hrs:         

69.64 

16.07 

5.36 

1.79 

1.79 

1.79 

3.57 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

Mix:       

35.19 

33.33 

18.52 

9.27 

3.70 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

£1500-2000: 

Voluntary: 

20.00 

32.00 

22.00 

8.00 

6.00 

2.00 

2.00 

8.00 

Personal  
Administration (48) 

e.g. administration 
activities conducted for 
own business/work in 
various roles 

 Planning 
 Budgeting 
 Invoicing 
 Website/social 

media 
 Networking 
 Meetings 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

31+ hrs:         

64.58 

25.00 

4.17 

4.17 

2.08 

Regular:   

Temp: 

Ad-hoc: 

Mix:       

64.71 

11.76 

11.76 

11.76 

Under £100: 

Voluntary: 

 

3.13 

           96.88 

Management (47) 

e.g. management of 
projects, programmes, 
tours, events, stage 
productions 

 Managing: projects, 
programmes, tours, 
events, stage 

 Fundraising 
 Marketing 
 Meetings 
 Budget management 
 Networking 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

21-25 hrs: 

26-30 hrs;        

 

32.61 

32.61 

10.87 

15.22 

6.52 

2.17 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

Mix:       

34.09 

34.09 

20.45 

6.82 

4.55 

 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

£1500-2000: 

£2000-2500: 

Voluntary: 

17.14 

22.86 

17.14 

5.71 

5.71 

2.86 

8.57 

2.86 

17.14 

Artistic Director (30) 

e.g. in dance companies, 
schools and residencies 

 Company direction 
 Administration 
 Networking 
 Choreography 
 Planning 
 Research 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

21-25 hrs: 

31+ hrs:         

24.14 

17.24 

20.69 

10.34 

10.34 

17.24 

Regular:   

Temp: 

Ad-hoc: 

Mix:       

67.86 

10.71 

3.57 

17.86 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

£2000-2500: 

 Voluntary: 

14.29 

14.29 

14.29 

14.29 

14.29 

9.52 

4.76 

           14.29 
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Consultancy (21) 

e.g. adjudication, advising, 
recruitment 

 Consulting 
 Meetings 
 Networking 
 Administration 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

         

57.14 

28.57 

14.29 

 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

       

19.05 

38.10 

33.33 

9.52 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

Voluntary: 

10.53 

26.32 

26.32 

10.53 

15.79 

10.53 

Directing (20) 

e.g. directors of 
movement, stage 
production, rehearsals, 
one-off projects 

 Events 
 Rehearsal  
 Administration 
 Planning 
 Research 
 Movement 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

26-30 hrs: 

31+ hrs:         

30.00 

20.00 

10.00 

10.00 

5.00 

25.00 

Regular:   

Temp: 

Ad-hoc: 

One-off:  

11.11 

61.11 

11.11 

16.67 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

£1500-2000: 

£2000-2500: 

£3500-4000: 

11.11 

22.22 

5.56 

11.11 

11.11 

16.67 

11.11 

5.56 

5.56 

Healthcare (19) 

e.g. massage therapy, 
counselling, 
psychotherapy, movement 
therapies 

 Administration 
 Assessments 
 Rehabilitation 
 Meetings  
 Networking 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

26-30 hrs:        

52.63 

21.05 

15.79 

5.26 

5.26 

Regular:   

Temp: 

Ad-hoc: 

  

66.67 

13.33 

20.00 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

Voluntary: 

21.43 

7.14 

21.43 

7.14 

14.29 

14.29 

14.29 

Mentorship (15) 

e.g. formal or informal 
work with youth, 
organisations, educational 
institutions or 
professionals 

 Providing support 
 Counselling 
 Coaching 
 Meetings 
 Evaluations 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

  

64.29 

21.43 

14.29 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

Mix:       

26.67 

26.67 

20.00 

13.33 

13.33 

Under £100: 

£100-250: 

£500-750: 

Voluntary: 

27.27 

36.36 

9.09 

27.27 

Miscellaneous  

role (46) 

e.g. research, 
photography, filmmaking, 
music, costume design, 
stage technician, lighting 
design 

 Various additional 
activity 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

21-25 hrs: 

31+ hrs:         

50.00 

26.09 

10.87 

4.35 

4.35 

4.35 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

Mix:       

19.57 

23.91 

32.61 

17.39 

6.52 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

Voluntary: 

20.51 

23.08 

12.82 

7.69 

5.13 

2.56 

           28.21 

 

* The Administration category includes a combination of roles, some of which may relate to administrative work 

for employers and some of which may relate to the administration work associated with participants’ own 

projects. It also includes some roles which are inherently unpaid, such as acting as a board or steering group 

member. Due to insufficient information provided by some respondents, in some instances it was not clear if the 

role described was a distinct job, or activity conducted as part of a different role. This category may therefore also 

include some undefined personal administrative activity, which may contribute to the high percentage of voluntary 

work reported. 
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In relation to roles, our previous study highlighted that paid directors and choreographers are 

perceived as most successful in the dance industry, followed by performers in well-known 

companies, then Higher Education and vocational educators and unpaid performers and 

choreographers, with teachers in schools and the community seen as least successful (Aujla 

& Farrer, 2016). When asked about their views on the hierarchies that are thought to exist 

within the dance sector, many focus group participants from the current study felt these 

attitudes originate during training: “It kind of sets you up to believe you’re top, middle, or 

bottom”. Another participant whose work currently focusses on community practice spoke of 

the inherent prejudices she perceived during her dance training: “The teachers, they only 

know what they went through, they didn’t necessarily know there was a bigger, broader 

world of dance out there…Their prejudices against other art forms…Those kind of prejudices 

I think are there within the dance world because of lack of information, lack of knowledge”.  

 

Participants also felt that the media plays a large role in how successful the work of certain 

groups or individuals is perceived as being. Some suggested that the level of ‘visibility’ of 

work, and whether or not an individual’s name is attached to it, has become a measure of 

success. Organisational representatives supported this, commenting that those whose work 

is “recognisably theirs”, with a “singular voice”, may be paid more and perceived as more 

successful than those whose work is not “inherently theirs”, such as teachers who work 

within a curriculum. A former freelancer described how, when she was freelance, she felt 

“bottom of the pile, not a professional…because I never did performing or choreographing”. 

Several cited these attitudes towards success as being rooted in culture, which led to 

frustration for some respondents that work is not considered successful unless it is high 

profile. One shared that he “would like to try and shatter that notion of ‘bigger is better’ and 

that if you’re with a high-profile company, that means you’re successful, because I think that 

just breeds insecurity”. Freelancers themselves agreed that although “visibility in this society 

means success”, personal markers of success were more important: “I feel myself being a 

very successful person according to my own values and what I am looking for in my life”. 

 

Furthermore, one ex-freelancer described a positive shift she feels is happening in terms of 

perceptions of community-focussed work: 

 

What we see is that the arts are shrinking in the formal sector but opening up in the 

informal sector, so actually it is so much more visible now that all sorts of people are 

dancing. So who are the people who work with them, that’s going to come next, so I 

can really see that change happening and in the way that artistic directors and 



 

25 

choreographers are working with different bodies, different people, so I don’t know, 

maybe the community practitioners will start to come up higher. 

 

Contributions to communities and society 

Despite these hierarchical perceptions, our discussions with focus group participants 

revealed clear examples of how their work in dance contributed to both their local 

communities and the dance sector more broadly.    

 

Across many of the described roles, freelancers seemed to use their interaction with others, 

either in person or through the creative focus of the work, to reflect or comment on social 

issues, break down perceived barriers, enhance wellbeing and inspire others. As participants 

described their perceptions regarding the impact of their work, several key themes emerged: 

 

Table 5: Freelancers’ contributions to their communities, society and the wider dance sector. 

Changing attitudes 

and addressing social 

issues 

“Art can create change and dance can be a brilliant medium to 

change perceptions and preconceptions about what dance and 

theatre can be” 

 

“I tend to use subject matters that comment on political and 

social issues that are affecting the world that we live in” 

Developing audiences 

and participants 

“I did loads of workshops with loads of people who hadn’t really 

done much dance before and that was a great thrill to 

encourage people to inhabit their bodies and get more deeply, 

to develop a bit more of a sense of in-body empathy I think or 

peace or fun or expressive possibility, to invite people into that” 

 

“I was working grass roots and I was feeding people into the 

dance world, whether it was creating a new audience, kids 

going, “You know what, I’m now going to try and see some 

dance shows.”…I was building an audience for dance” 

Promoting national 

and international 

cultural exchange 

“I would say that I also contributed to the wider European scene 

and wider European audiences and the idea of international 

exchange…It’s something about breaking down barriers and 

broadening social connections.” 

Continued sector 

development 

“I did a lot of mentoring, facilitating roles for young artists and I 

think that’s been terrific in, you know, it’s been a learning 

experience for me but it helps to support them to find ways to 

grow their own voices” 

Promoting health and 

wellbeing of 

participants 

“It’s contributing to the health and strength and wellbeing, which 

of course takes costs off the NHS, and then even mental health 

wellbeing” 
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These responses illustrate an encouragingly broad awareness among freelancers of how 

their presence in the dance sector has impact, including: helping to develop not only their 

local arts scene but audiences in general, which also involved actively reaching out to those 

who had not previously engaged with dance; supporting peers by acting as mentors and 

contributing to provision of professional development; nurturing and inspiring the next 

generation of artists, including providing healthcare for young dancers; providing overall 

health benefits for participants, which can help to reduce NHS costs; and creating and 

facilitating cross cultural exchanges, both internationally and through local cultural heritage 

activity. Even where some freelancers were less able to articulate the impact of their work, 

they acknowledged their role fulfilled a purpose, whether that be to entertain or to add to the 

collective voice of freelancers in the sector, strengthening calls for support. 

 

Organisational representatives were also clear in articulating the extensive reach freelancers 

have, bringing a breadth of voices, experiences, styles and methodologies to the sector, 

alongside a responsive and creative approach. Supporting the ideas of the freelancers 

themselves, it was felt that the longer they have been freelance, the more accumulated skills 

freelancers have to offer, but that whilst they propagate the sector, they are undervalued: “I 

really feel personally freelancers are quite undervalued, especially maybe the people that 

have got a long-term experience…They don’t always self-publicise. They don’t always get 

nominated for the latest awards or go to glitzy occasions. They just do their thing, because 

it’s what means a lot to them.” 

 

These findings paint an inspiring picture of the rich, widespread impact of the freelance 

dance workforce, especially when considered alongside the ‘Economic Contributions of 

Freelancers’ section later in this report, which provides additional detail regarding 

freelancers’ significant contributions to various sectors beyond dance. Greater recognition by 

employers and collaborators within and outside of the dance sector of the potential 

outcomes of this work may help empower freelancers to articulate the value of their work 

more confidently. 

 

Work-life balance 

Focus group participants were then asked to reflect on their working patterns in relation to 

their varied roles, and reported contrasting experiences with their ability to establish work-life 

balance. Some freelancers characterised the nature of their work as continuously intensive, 

feeling that their workload also had a detrimental impact on their personal lives and 

relationships; for example, one freelancer noted, “I’ve missed out on some really key life 

events, people’s weddings and births and birthdays, because of work…you do miss out a lot 
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on life”. However, others had found methods to balance their work, such as one participant 

who mentioned, “I do try and set myself a timetable a week of when I do my particular 

projects or certain times, just to keep it all in check”. 

 

Participants who used to work freelance reported missing the autonomy of scheduling and 

job choice which are characteristic of freelance work; however, some had noticed a large 

shift in their work-life balance as their work time became confined to scheduled hours. One 

participant stated, “I feel really refreshed, I don’t feel tired. I see my family so much more, I 

see my friends so much more”.  

 

Working contexts 

The contexts of freelance work in the dance sector were varied, although tended to be 

mainly in self-managed contexts (projects, companies, classes), educational institutions, or 

in the participants’ own homes, which presumably related to activities such as 

administration, planning and marketing.  

 

 

Figure 4: Work contexts of participants. 

0% 10% 20% 30% 40% 50% 60%

Office / workspace

Home

Self-managed classes

Self-managed company

Self-managed project

Healthcare setting

Fitness studio / gym

Private dance studio

Community context (e.g. village hall, religious…

Dance company

Dance agency / support organisation

Gallery / museum

Theatre / performance venue

Conservatoire

Vocational school

University

Sixth Form / College

Secondary school

Primary school

Early years setting



 

28 

Additional contexts, which were mentioned by a small number of participants, included 

Special Educational Needs (SEN) settings, day care services, outdoor spaces, hospitality 

venues and other arts settings. 

 

Most participants worked in contemporary dance, although a range of styles and genres 

were represented as the below table demonstrates. Additional examples of dance styles 

practiced by respondents included improvisation, maypole, Lindy Hop, contact improvisation, 

Charleston, Classical Indian, Chinese Opera, commercial, character, Bollywood, Argentinian 

Tango, belly dancing and social/court dancing. Approximately 60% of respondents focused 

on more than one genre of dance within their freelance work in the dance sector.  

 

Table 6: Genres engaged with by participants. 

Genre Respondents working in genre (%) 

Contemporary 67.79 

Ballet 30.20 

Jazz  11.07 

Tap 8.05 

Hip Hop 6.04 

Modern  5.03 

Aerial 3.36 

Ballroom  2.68 

African 2.68 

Latin 2.68 

Breakdancing 1.34 

Acrobatics (acro) 1.34 

Folk 1.34 

 

Finding work 

Reflecting our previous findings on the importance of social connections (Aujla & Farrer, 

2016), most respondents reported finding work through word of mouth and networking. 

However, some focus group participants commented that they had found joining existing 

groups or networks intimidating, relying instead on existing connections with peers, mentors 

and colleagues for guidance. Online job listings and social media forums were also cited as 

common forms of finding work: 
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Figure 5: Means of finding freelance work. 

 

 

Many freelancers were members of professional bodies, the most commonly reported being 

Equity (36.36%), People Dancing (28.28%), and One Dance UK (25.59%). A full breakdown 

of memberships can be found in Appendix 4. 

 

Focus on income (N=300-350) 

In the previous section we provided details on income for each role the participants 

undertook. Here we focus on overall sources of income both within and outside of the dance 

sector, and any outgoing costs and reimbursements associated with this. We start with a 

reminder from Section 3.2 that the average annual income from freelance work reported by 

participants is £11,669.74 (± £8,551.81). Although the standard deviation indicates a large 

spread of answers, this is well below the national average of £28,677 (ONS, 2018). It is 

therefore unsurprising that many of the participants took on additional work to supplement 

their freelance income.  

 

Of 312 respondents, 36.86% had undertaken additional freelance work outside of the dance 

sector in the last 30 days such as performing in other artistic domains (e.g. theatre or music), 

consulting (e.g. in business or marketing), teaching in fitness settings (e.g. personal training, 

yoga and/or Pilates), delivering workshops or training in mainstream educational settings, 

working in healthcare (e.g. as carers, massage therapists) or working in customer 

service/retail environments (e.g. bar work, serving). Table 6 presents the percentage of 

income from various sources of work, including freelance and non-freelance work within and 
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outside of the dance sector. It appears that many freelancers work in each of these different 

types of role; however, it is notable that the least common type of income came from 

employed non-dance work.  

 

Table 7: Income from different sources. 

Income 
(last 30 days) 

Freelance  
dance sector 

work 

Employed  
dance sector  

work 

Freelance  
non-dance 

related work 

Employed  
non-dance 

related work 

N/A 2.14% 43.64% 31.94% 59.34% 

Voluntary 3.21% 0.91% 2.08% - 

Under £100 8.93% 2.73% 7.64% 5.49% 

£100-£250 6.79% 8.18% 13.19% - 

£250-£500 15.00% 9.09% 15.28% 5.49% 

£500-£750 11.43% 5.45% 5.56% 10.99% 

£750-£1000 13.21% 8.18% 6.94% 5.49% 

£1000-£1500 17.86% 13.64% 7.64% 8.79% 

£1500-£2000 10.00% 3.64% 6.94% 2.20% 

£2000-£2500 5.36% 3.64% 2.78% 2.20% 

£2500-£3000 3.22% 0.91% - - 

 

Most participants were paid for their freelance work in the dance sector, with very few 

(5.56%) stating that between 91-100% of their work was conducted on a voluntary, or 

unpaid, basis. One of the most common challenges identified by those interviewed in relation 

to their finances was negotiating their pay. Many of them felt that this was due to the limited 

awareness of the amount of efforts that are required to complete a role or project. This was 

identified as a main barrier by both experienced and new freelancers working in the dance 

sector: 

 

…being an independent producer, and I think you’ll probably hear from many of 

them, is the funding never really pays for the time, it just never, and I don’t know 

how to resolve this issue, and that’s also why I decided to, part of it working two 

days at Bedford Creative Arts is having that PAYE income, and part of it is 

because it’s my original NPO, and I wanted to see what I can bring to the region, 

because Arts Council will only fund probably, to be honest, probably at most, 
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75% of project costs, no matter how much you put it down, it just never really 

pays for the time you do it. And with independent artists as well, there's not 

enough money, you’re talking about under £1,500, it’s not enough money for you 

to have a producer, an administrator, production manager, that’s just not 

possible, so the independent artists, I think they are really suffering.   

 

…the stigma is that it’s not a proper job and in the negotiation side of things you 

feel like you’re justifying yourself all the time. Rather than it being acceptable to 

say “this is my cost, take it or leave it, do you want me to work for you or not?”, 

you’re constantly trying to tell people why you’re charging or why you’re doing 

this and what you can offer them, rather than it being “we want to work with you 

because we like what you do”. 

 

Although rates of pay varied widely, participants appeared to earn more from their freelance 

dance work than their freelance non-dance related work. For example, a quarter of 

participants’ earnings over £1,000 came from freelance dance work, just under 20% of 

earnings over £1,000 came from employed dance work, but a similar proportion (20.83%) of 

freelance non-dance related work was worth only £100-500.  

 

The table below presents the hours participants had dedicated to each type of work in the 

last 30 days: 

 

Table 8: Hours worked in different sectors. 

Hours 
(Last 30 

days) 

Freelance 
dance sector 

work 

Employed 
dance sector 

work 

 
 
 

Freelance 
non-dance 

related work 

Employed 
non-dance 

related work 

0 / N/A 2.06% 35.00%  25.23% 50.79% 

1-20 26.34% 25.00%  43.24% 9.52% 

21-40 23.46% 20.00%  10.81% 11.11% 

41-60 16.87% 5.00%  9.01% 4.76% 

61-80 7.82% 3.75%  5.41% 7.94% 

81-100 6.58% 3.75%  0.90% 3.17% 

Over 100 16.87% 7.50%  5.41% 12.70% 

 

Almost half of the participants had spent 1-40 hours on freelance dance work, and an 

equivalent percentage had spent 1-40 hours on freelance non-dance related work. However, 

as reported above, freelancers appeared to earn more from their freelance dance work than 
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their freelance non-dance related work. A total of 45% of respondents spent 1-40 hours in 

employed dance sector work. These figures demonstrate the complexity of freelance 

schedules: participants may have been employed in regular salaried dance roles (such as 

university teaching or administrative work), or project-based work (such as performances or 

producing), then supplemented these roles with ad hoc non-dance work. One focus group 

participant explained: 

 

I've always had to do a part-time job to take on the jobs that I want, because I 

can't rely on them paying me, I can't rely on getting it, which is a shame, and I 

know a lot of dancers also have to supplement, so a lot of dancers teach as a 

baseline, and then they can take a job or something like that, but I've always had 

to do something that would make sure that I pay my bills, so that I can say, “Yes”, 

to those jobs, I've never been able to, except when I was full-time, and then I 

chose to come back out of that, so it’s really tricky. 

 

I'm making myself sustained, but as you can see, I have probably four different 

jobs happening at the same time…but I think part of being an independent artist 

is being self-employed, you have to literally take whenever it comes, an 

opportunity to run with it, and that’s also why many people go, “I'd rather go for 

PAYE than being self-employed”.    

 

We also examined annual income in relation to the participants’ level of education and 

career stage.  

 

Table 9: Income according to level of education. 

 Annual income (£) 

Education level (number of 

respondents) 

Minimum 

income 

Maximum 

income 

Average 

income 

Standard 

deviation 

No qualification (3) 1600 13,500 8366.67 6115.83 

Pre-Undergraduate (36) 
(GCSEs, A-Levels or equivalent) 

500 40,000 11,363.08 9181.92 

Undergraduate (178) 
(Undergraduate degree or equivalent) 

220 45,000 11,819.38 8828.42 

Postgraduate (187) 
(Master’s degree, PGCE, PhD, post-
doctorate or other PG qualification) 

100 38,000 11,794.96 8190.43 
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When analysing annual income according to education level, there was a large difference 

between the incomes of those with and without qualifications. However, a similar average 

yearly income was reported by freelancers with an undergraduate degree or equivalent and 

those with a postgraduate degree or equivalent (at £11,819.38 and £11.794.96 per year, 

respectively).  

 

Table 10: Annual income according to career stage.  

 Annual income (£) 

Career stage 

(number of 

respondents) 

Minimum 

income 

Maximum 

income 

Average 

income 

Standard 

Deviation 

Early career (113) 220 35,000 7752.70 6271.78 

Mid-career (212) 500 38,000 13,730.86 8515.71 

Late career (60) 100 45,000 11,793.33 10,090.49 

 

When analysing annual income according to career stage, freelancers identifying as mid-

career reported the highest average income per year, at £13,730.86. This was closely 

followed by those in a late career stage, at £11,793.33, with those in the earlier stages of the 

career reporting the lowest average annual income at £7752.70. However, it is important to 

note the large standard deviations in Tables 7 and 8 when interpreting these findings as they 

indicate a large spread of responses.  

 

There were significant outgoing costs associated with freelance work. In terms of travel 

alone, the average distance travelled in the last 30 days was 646.67 miles (± 1062.57). 

Although travel costs to and from an individual’s place of work are often not reimbursed, this 

still represents a significant cost to freelancers who may already be poorly paid. The costs of 

various types of outgoings are reported below, as well as their level of reimbursement. It 

appears that, in general, many of these costs were never or only sometimes reimbursed.  
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Table 11: Outgoings and reimbursements. 

Outgoing cost 
area 

Minimum 
(£) 

Maximum 
(£) 

Range 
(£) 

Mean 
(s.d.)(£) 

Reimbursement (% of respondents) 

Always Never Sometimes 

Travel, 
e.g. public 
transport, petrol, 
parking 

2.50 1500.00 1497.50 
175.80 

(±184.79) 
10.37 34.02 55.60 

Accommodation, 
e.g. hotel, 
AirBNB 

5.00 2000.00 1995.00 
252.46 

(±344.10) 
20.99 41.36 37.65 

Resources, 
e.g. printed 
materials, props, 
music 

4.00 800.00 794.00 
52.04 

(±98.53) 
5.75 64.37 29.89 

Technology, 
e.g. projectors, 
computer 
software,  
website 

5.00 1500.00 1495.00 
68.53 

(±165.66) 
3.14 83.02 13.84 

Professional 
development 

8.00 3700.00 3692.00 
163.47 

(±398.25) 
1.76 70.59 27.65 

Legal/financial, 
e.g. insurance, 
licenses, 
disclosures, 
accountant fees 

3.50 500.00 496.50 
72.00 

(±96.48) 
1.28 91.67 7.05 

 

Finally, approximately a quarter (23.42%) of 316 respondents reported that they had 

employed someone as part of their freelance work in the dance sector over the last 30 days. 

These employees worked within various roles such as tour managing, choreographing, 

dancing/performing, producing, designing (e.g. of costumes and sets), mentoring, assisting 

in teaching or choreography, and administrative support. 

 

Tracking survey 

Due to the variable nature of freelance work, respondents to the main survey were invited to 

participate in a three-month tracking period of surveys to create a more detailed picture of 

their working lives. Of all respondents to the main survey, 156 consented to participate in the 

tracking. A copy of the survey was delivered via email to participants each month to collect 

data regarding freelance roles, income, hours, additional freelance employment, and work 

settings over the three-month period. Participant numbers varied from one month to the next: 

final respondent numbers for the tracking surveys ranged between 43 and 73. 
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Income 

The following two tables represent freelancers’ reported income per month from various sources. Income from work in the freelance dance 

sector across the tracking period is reported in first table.  

 

Table 12: Income from freelance dance sector work for tracking period (shaded values represent the most frequently reported income range). 

Month  Income: Freelance dance sector work 

 N/A Voluntary   Under £100    £100-250  £250-500    £500-750  £750-1000  £1000-1500  £1500-2000     £2000-2500  £2500-3000   £3000-3500 £3500-4000 

 November  1.75% 5.26% 7.02% - 14.04% 8.77% 22.81% 12.28% 12.28% 8.77% 3.51% 1.75% 1.75% 

 December  - 7.50% 12.50% 12.50% 7.50% 15.00% 15.00% 10.00% 7.50% 10.00% 2.50% - - 

January - 2.86% 8.57% 5.71% 14.29% 22.86% 5.71% 25.71% 8.57% 2.86% 2.86% - - 

 

In addition to their freelance work, approximately 30% of respondents reported doing work outside of the freelance dance sector over the three 

month tracking period, which reflected findings from the main survey. Examples of additional work included administration, fitness teaching, 

acting, massage therapy, tutoring, lecturing, producing, web design and providing planning/funding support to various organisations or festivals. 

Income from these sources is reported in the following table.  
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Table 13: Income from additional work sources for tracking period (shaded values represent the most frequently reported income range). 

Month  Income: Freelance non-dance sector related work 

 N/A Voluntary Under £100 £100-250 £250-500 £500-750  £750-1000  £1000-1500  £1500-2000  £2000-2500   £2500-3000   £3000-3500 £3500-4000 

November  32.14% 10.71% - 7.14% 17.86% 10.71% 7.14% 10.71% - 3.57% - - - 

December  38.10% 14.29% 4.76% 9.52% 14.29% 9.52% - - 4.76% 4.76% - - - 

January  33.33% - 20.00% 6.67% 6.67% 6.67% - 20.00% 6.67% - - - - 

Month Income: Employed dance sector work 

 N/A Voluntary Under £100 £100-250 £250-500 £500-750 £750-1000 £1000-1500  £1500-2000  £2000-2500   £2500-3000 £3000-3500 £3500-4000 

November  52.17% - - 4.35% 4.35% 8.70% 8.70% 13.04% 4.35% 4.35% - - - 

December  52.63% 5.26% 15.79% 10.53% - - - 5.26% 10.53% - - - - 

January  60.00% - 10.00% - - 10.00% - 20.00% - - - - - 

Month Income: Employed non-dance related work 

 N/A Voluntary Under £100 £100-250 £250-500 £500-750 £750-1000 £1000-1500  £1500-2000  £2000-2500 £2500-3000 £3000-3500 £3500-4000 

November  57.89% - - 10.53% 15.79% 10.53% - 5.26% - - - - - 

December  62.50% 6.25% - 6.25% 12.50% 6.25% - 6.25% - - - - - 

January  45.45% - - 27.27% 9.09% 9.09% 9.09% - - - - - - 

 

In terms of freelance work in the non-dance sector, participants reported the highest frequency of income in the £250-500 range for November 

(17.86%), voluntary and £250-500 range for December (14.29% each), and under £100 and £1000-1500 ranges for January (20.00% each). 

For employed work in the dance sector, freelancers’ reported highest frequency of income was in the £1000-1500 range for both November 

and January (13.04% and 20.00%, respectively), and under £100 for December (15.79%). For work conducted in employed, non-dance related 

settings, freelancers reported the highest frequency of income in the £250-500 range for both November and December (15.79% and 12.50%, 

respectively), and in the £100-250 range for January (27.27%). 
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Fluctuations in pay for work, both within and outside of the freelance dance sector, can be observed over the three month time period. This may 

be due to changing roles within the sector, schedule fluctuations, or a change in survey participant numbers or respondents. The tracking was 

conducted over the Christmas period, which may also have dictated some working schedules (e.g. educational calendars).  

 

Respondents were also asked to provide information regarding what percentage of their work in the freelance dance sector was unpaid. Over 

the three months, the percentage of freelancers who reported being paid for all of their work ranged from 20.59-33.33%. Approximately 5-10% 

of freelancers reported being unpaid for 91-100% of their work.  

 

Hours worked 

Hours per month dedicated to freelance work within the dance sector did not fluctuate greatly within the lower time ranges. However, there was 

an increase in the 61-80 hours per month range from November to December, and this was maintained through January. From December to 

January, there was a decrease in those who completed 81-100 hours per month, but an almost twofold increase of those completing over 100 

hours of freelance dance sector work over the month. These findings are supported by the focus groups, where participants reported varying 

patterns of work in the freelance dance sector. Many who were involved in teaching or education roles were tied to academic scheduling, with 

intensive work periods during term time of 60 hours or more per week, and very little work over school holidays. Others reported a fairly 

continuous level of work, as “the projects happen and they’re very busy but then all of the stuff in between, preparing for the next one, and all of 

the things that I’m regularly committed to are always there under the surface”. 
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Table 14: Hours worked in different sectors for tracking period (shaded values represent the most frequently reported range of hours worked)  

Hours 
(last 30 days) 

 

Freelance dance  
sector work 

Freelance non-dance  
related work 

Employed dance  
sector work 

Employed non-dance  
related work 

Month Nov Dec Jan Nov Dec Jan Nov Dec Jan Nov Dec Jan 

0 / N/A 1.89% - - 21.74% 18.75% 28.57% 35.29% 40.00% 60.00% 50.00% 50.00% 60.00% 

1-20 24.53% 26.32% 18.75% 30.43% 50.00% 28.57% 17.65% 40.00% 10.00% 12.50% 16.67% 20.00% 

21-40 20.75% 23.68% 25.00% 13.04% 12.50% 21.43% 23.53% 6.67% 10.00% 12.50% - - 

41-60 16.98% 13.16% 15.63% 8.70% 12.50% 7.14% 5.88% 6.67% - 18.75% 16.67% 10.00% 

61-80 7.55% 13.16% 15.63% 4.35% - 14.29% 5.88% - 10.00% 6.25% 8.33% 10.00% 

81-100 15.09% 10.53% - 13.04% - - - - 10.00% - - - 

Over 100 13.21% 13.16% 25.00% 8.70% 6.25% - 11.76% 6.67% - - 8.33% - 
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Employment of workers 

Over the three months of tracking, fewer than 20% of participants employed someone as 

part of their freelance work. These employees were primarily hired on a freelance or contract 

basis, and fulfilled roles such as technician, composer, performer/dance artist, administrative 

assistant, producer and freelance dance teacher and tutor.  

 

Freelance work settings 

Throughout the three months of tracking, just over two-thirds (68.49% in November 2018, 

69.39% in December 2018, and 69.77% in January 2019) of the work freelancers conducted 

occurred in theatre/performance venue settings, dance companies, private dance studios, or 

community contexts (e.g. village hall, religious building). Over this time, 43.84% to 57.14% of 

freelancers worked in education contexts each month, ranging from primary school to 

university and higher education settings. Engagement in each context did not vary greatly 

from one month to the next, with the exception of the dance company setting which saw a 

20% decrease during December 2018 (for comparison: 49.12% in November 2018, 29.27% 

in December 2018, 48.57% in January 2019).  

 

It is also noteworthy that for each month, over half of respondents completed work in their 

home environment, and just under half were involved in self-managed projects. Additional 

settings where some freelancers conducted work included vocational schools, dance 

agencies or organisations, fitness studios/gyms, self-managed companies or classes, 

healthcare settings and office workspaces.  

 

Focus on support needs (N=176-275) 

Participants were asked about their awareness and use of support services in their region in 

the last 30 days. As can be seen in the figure below, the most common forms of support 

used were regular skill maintenance and development, and networking events. When 

looking at the results in further detail, a third of participants (33.75%) accessed regular skill 

maintenance and development on a weekly basis. An additional 12.14% of participants 

made use of free or subsidised work spaces each week. Networking events were attended 

by 46.49% of participants on an annual basis. The forms of support that were not only 

accessed the least but also that participants did not feel were available to them were 

mentoring schemes and shadowing opportunities. A more detailed breakdown can be found 

in Appendix 5. 
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Figure 6: Awareness and use of sources of support. 

 

Survey participants were given the opportunity to indicate what forms of support, if any, they 

would find useful but were not currently available to them. A total of 176 participants 

indicated a variety of different potential forms of support, which were categorised as follows: 

 

Figure 7: Participants’ preferences for types of support. 
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Notably, the largest category was related to business and administration support, while 

financial support (be it direct or through subsidised continued professional development) was 

also considered to be important. Provision of these types of support may be crucial in order 

to ensure the freelance sector continues to thrive. For example, those in hourly paid roles 

working for a company or individual (such as healthcare provision and teaching) could 

benefit from learning how to better manage their own projects and apply for funding to 

ensure they are paid appropriately.  

 

Of those who indicated they would like to receive administrative or business-related support, 

around 10% described this as taking the form of personnel, such as an intern to provide 

administrative support, producer, project manager, tour booker or fundraiser. Some 

participants also called for “producing help” more broadly, and this may have related to 

support to fulfil their own producing activities. Few others specified the format they would like 

this administrative or business-related support to take but, where suggestions were given, 

most included calls for the provision of advice or information (relating to financial issues, 

pensions, and maternity pay). Other desired formats of support relating to this category 

included peer-to-peer information sharing sessions focusing on a range of business areas, a 

short course in creative businesses, funding surgeries, and strategic planning workshops. 

Around a quarter of those who indicated a need for business or administration-related 

support cited help with fundraising and/or writing funding applications as a need. 

 

Peer networks were also perceived as important, which was supported by the focus group 

findings. Informal networks could provide “all kinds of support - financial, creative, emotional, 

strategic – that we are able to give each other”, and were often a port of call for advice and 

signposting.  

 

We further analysed these findings according to career stage to assess whether there were 

particular requirements as freelancers progressed in their careers. Early career freelancers 

expressed a desire for more business support, studio or work spaces, and networking 

opportunities. Mid-career participants would most value business support and more 

affordable CPD. Late career respondents expressed a desire for more business support, 

financial and funding support, and mentoring or coaching. These findings could help 

organisations to tailor their offer to freelancers at different stages in their careers, although it 

is noteworthy that for each stage, more business and administration-related support was 

desired. 
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Figure 8: Participants’ preferences for types of support according to career stage. 
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Table 15: Examples of preferences for sources of support. 

Category Examples of support freelancers would like 

Business/admin-

related 

Support with: funding application writing, finding work, advertising, 

marketing, accounting, business development, strategic planning, 

web presence, being independent as an artist, guidelines on ‘good 

pricing practice’, online courses and workshops. Stronger support 

from Equity. Personnel (e.g. producer, intern to assist with admin, 

project manager). 

More affordable/ 

accessible CPD 

More courses, masterclasses and regular professional classes. 

Cheaper or discounted classes and CPD. CPD around inclusive 

practice, choreographic skills, mental health, teaching practice. 

Training appropriate for mid-career freelancers. Opportunities for 

emerging producers to upskill. Greater variety of classes. 

Pay-related/ 

financial 

support/funding 

Greater public funding support for artists, funding to make work, 

greater awareness that much freelance work is unpaid (i.e. admin 

time), bursaries for ‘dancers in need’, a union for freelancers, a 

salary for artists (as per systems in France and Belgium), CPD 

support, improved tax allowance, subsidised rates for healthcare 

services, style-specific grants (e.g. flamenco, street styles). Better 

pay, e.g. standardised hourly rates from NPOs. 

Networking/ 

relationship 

building 

Opportunities to bring artists to local regions, better information 

and larger outreach about opportunities and support available, 

better access to larger organisations for individual artists, more 

local networks and networking events, opportunity to connect with 

peers beyond current colleagues, skill-sharing among experienced 

artists, better personal communication with organisations. 

Mentoring/coaching/ 

shadowing 

Access to mentoring and shadowing schemes, career coaching, 

life coaching. Support with career changes and transitions. 

Presence of mentor at peer-to-peer information-sharing sessions. 

Studio/work space 

Suitable local training space, space for daily training, free or low-

cost/in-kind studio hire and workspace/office space, co-working 

spaces, a hub in central London for freelancers to go between 

jobs/auditions (to wait/warm up, etc.). 

Other types of 

support 

Childcare, equipment (lighting, dance floor), support with racism 

within the sector, support with self-care and wellbeing, subsidised 

technology (e.g. computers), cheaper insurance, higher quality 

supervision for those working in healthcare, a list of available 

support services, avenues for ‘whistleblowing’ on bad practice, a 

central list of museums and galleries who are open to 

collaboration. 

 

There were also calls from several respondents for a greater number of opportunities which 

are geographically accessible to them, i.e. without having to travel to London or other large 
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cities. For example, one respondent indicated a need for more opportunities across 

Yorkshire as they felt the opportunities currently centre around Leeds. Greater provision of 

online resources and communities was suggested as a way to address this problem. 

 

Focus group participants highlighted the need for increased support around healthcare and 

wellbeing for freelance workers, such as more affordable physical support for injury 

prevention or treatment (e.g. physiotherapy, massage therapy). This also extended to the 

need for sufficient pay that allows for rest and recovery, especially for those engaged in 

busier work periods, and related to the lack of benefits reported in the online survey: “you 

actually don’t have a day off and you burn out and you can’t do the work to the best of your 

ability, which is why pay is so important because you want to be able to pay your dancers 

enough so that they feel safe enough to take that day off to recover.” One former freelancer 

also reflected on the lack of sick pay for freelancers, “I had a sleep in the staff room and I 

was sick, and they were like, ‘Why did you come in?’ I said, ‘Well, if I don’t come in, I don’t 

get paid’.” 

 

Finally, support for parents was also raised as a need, with a call for childcare assistance 

and employers’ fair treatment of expectant mothers. A freelance performer who raised this 

concern commented: “I’d like to have a child in the next ten years but I don’t want to feel 

afraid to do so.” 

 

In terms of participants’ preferred communication format for being informed of support and 

opportunities, 41 tracking survey participants indicated the following: 

 

Table 16: Preferences for information-sharing regarding support. 

Format of support requested Percentage of respondents 

Emails and/or e-newsletters 78.05% 

Social media, e.g. Facebook, Twitter, Instagram 
- Postings by organisation/agency 
- Moderated groups or pages 

51.22% 

In-person networking meetings 7.32% 

Postings on organisation websites 4.88% 

Noticeboard postings 2.44% 

 

These findings are important given that effective communication is essential for 

organisations to support freelancers optimally. However, freelancers themselves must be 

proactive in accessing support; as one focus group participant explained: “one thing that 
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artists sometimes don’t understand is that you’ve got to go and ask, you’ve literally got to go 

and meet people and talk to people and tell them what you need…I do think that there’s a lot 

of support out there that might not be being used because, for some reason, we’re afraid.” 

 

Focus group participants also highlighted the importance of ensuring that employers 

understood the nature of a freelance career in order to better support freelance workers:  

 

For me the most important thing is the people…who are employing freelancers really 

understand the circumstances of freelancers. Whilst everybody who’s employing the 

freelancer wants the best deal possible and they want as much as possible for as 

cheap as possible, it becomes totally unsustainable for a freelancer, and you do feel 

a lot of the time that you’re having to argue for your worth and your value…There 

needs to be education for people who work with freelancers. 

  

Survey participants were also asked which primary organisations, if any, they considered to 

provide support for freelancers, and if so, in which capacity. The responses were 

categorised as below. It appears that freelancers are aware of a number of different sources 

of support from which to draw, ranging from membership organisations to local authorities.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

46 

Table 17: Organisations providing support according to participants. 

Organisation type Examples of support 

Membership and support organisations 

(e.g. One Dance UK, People Dancing, Equity, IDTA) 

Information/business advice, CPD, 

networking events. 

Regional Dance Agencies 

(e.g. Dance4, South East Dance, Yorkshire Dance) 

Information/advice, professional 

development/classes, networking. 

Theatres/Arts venues 

(e.g. Theatre Bristol, Theatre Royal Plymouth) 

 

Studio space, networking, 

information/advice. 

Companies 

(e.g. Candoco, Wayne McGregor, Northern Ballet) 

Studio space, classes, 

mentoring/coaching, networking. 

Studios/Cultural space 

(e.g. Danceworks, TripSpace, Edinburgh Sculpture 

Workshop, Kala Sangam) 

Studio space, professional 

development (classes). 

Arts Councils 

(e.g. Arts Council England, Arts Council Wales, 

ArtsJobs) 

Funding support, information, advice. 

Networks (organisation- and artist-led) 

(e.g. Birmingham Dance Network, IDMN, Kent Dance 

Network, Groundwork Pro) 

Information/resources, networking 

opportunities, classes. 

Dance/Arts development 

(e.g. The Work Room, EFDSS, Dance Hub 

Birmingham, Independent Dance) 

Professional support/advice, 

space/residency, classes. 

Educational establishments 

(e.g. Royal Ballet School, Laban) 

Professional development, training, 

space. 

Local authority 

(e.g. Oxford City Council, Kent County Council) 

Funding support, collaborative work, 

learning about other work in region. 
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Focus Group Findings: Organisations 

The project-based nature of the dance sector means it operates within a mixed economy, 

relying on significant funding from Arts Council England, as well as investment from other 

sources, including private sector funding, local authorities, trusts and foundations, and 

earned income. There is a network of 64 regularly funded dance organisations (National 

Portfolio Organisations; NPOs) that work across the UK as an infrastructure to support and 

galvanise those working in the discipline. These are further underpinned by many 

independent arts organisations, training schools, and dance companies who self-fund or 

apply for funding on a project-to-project basis. Geographically, the sector has been notably 

London-centric, with the last large-scale study citing that 48% of dance artists were based in 

London and the South East (Burns & Harrison, 2009). Recent investment in dance hubs in 

Birmingham and Leeds, and the relocation of One Dance UK to Birmingham, is beginning to 

address this concern (Arts Council England, 2018). The previously outlined working 

conditions, which increasingly involve dancers working on a project basis as individuals, as 

opposed to being employed by or branded as an organisation or company, means the sector 

relies heavily on the infrastructure created by these support organisations. Organisations 

can play a crucial role in supporting freelancers in their careers; for example, one 

choreographer discussed support he had received from an NPO, saying, “without them, I 

simply would have not carved out the career that I’ve had, they supported me massively in 

the early days, in terms of rehearsal space and performance opportunities and mentoring 

and guidance”. To examine this important aspect of the sector, we interviewed a range of 

individuals who worked for arts organisations, with varying capacities across the UK, to gain 

an insight into their understanding of and support for the freelance sector. 

 

Models of support 

Most of the organisations we spoke to described how, through their work and the various 

projects and programmes they delivered, they created jobs for freelancers, relying on them 

to deliver work: 

 

We provide a year-long programme of activities that are centred around dance. So 

obviously we’re engaging with the public, but in order to deliver these projects we 

need the skills of the professionals within the dance sector to lead on projects. 

 

 We recognise that we depend really heavily on the freelancers that are delivering  

 our projects, so we try to be quite thoughtful in how we use those people.   

 



 

48 

If I just look at the youth dance networks, youth dance organisations…I would say 

probably 60% of them are run by freelancers or independent artists with their own 

little company. 

 

As a result, organisations recognised their role in nurturing and supporting freelancers 

throughout the various stages of their careers: 

 

We provide performance platforms for young and graduate dancers within that, and 

year round we also provide work experience opportunities. We provide ways in. We 

provide advice. We’re constantly looking to connect people together. If we can see 

where someone is interested, we’ll point them in the right direction. 

 

However, participants commented upon the challenges they faced in creating these kinds 

opportunities regularly, whilst maintaining their values of fair pay and working conditions, and 

trying to avoid turning anybody away. As the freelance sector becomes increasingly project-

based, with individuals’ roles and responsibilities elevated to encompass their own project 

management and entrepreneurialism, there is a need for increased support that stretches 

horizontally across the workforce, rather than only connecting with a top tier of company 

choreographers or directors. As a result, resources are becoming stretched as organisations 

try to keep up with demand: “It’s also to do with what resources do you have, because that 

determines so much of what actually you can provide for freelancers.” Another interviewee 

added: “The demand is huge and I can’t meet it. So, for example in the last week, I’ve had 

seven requests for meetings.” 

 

Various strategies for addressing this lack of resource were evident throughout the 

interviews. Many of the organisations we spoke to described setting up practical support 

including CPD courses, First Aid courses and funding talks, recognising that pooling 

resources and bringing together groups of individuals not only provides cost-effective ways 

of supporting the sector but also informal opportunities for networking among those who 

attend. In some instances, these were initiated and led by an NPO or Higher Education 

provider who had access to free space and facilities, however there were also examples of 

smaller organisations coming together or being asked by freelancers to facilitate an event. At 

times, this involved small groups (including schools) or individuals all paying towards the 

cost of a course or activity in order to make it more affordable. Having some kind of lead 

organisation or figure was identified as crucial in facilitating and administering such activities.  
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In some instances, organisations were recognised for focusing on support for particular 

areas of practice or aesthetic interests, which meant there was less overlap between 

organisations offering the same opportunities. This was particularly noted in the case of 

People Dancing who support community artists nationally with practical issues such as 

insurance and DBS checks. Having a commonly needed resource that could be accessed 

digitally meant that the organisation was well recognised and valued and, as a result, others 

did not need to duplicate what they offered. Although strategically having organisations who 

lead on particular areas of practice provides a solution to the lack of capacity and resources 

described, some interviewees noted the challenge it created in other areas of practice that 

could not be so easily accessed via the internet. Geography played an important part in this 

concern, as interviewees noted that the nature of their local dance organisations and what 

they offered could have a direct impact on freelancers’ work, and which opportunities they 

had access to. 

 

Another approach to developing organisational support that was referenced by several of the 

interviewees was the ways in which organisations could work together. Where there were 

particular groups of organisations who were either geographically, operationally or artistically 

connected, it was recognised that increased communication and shared strategy could 

better support freelancers: “It’s about making sure that the dance organisations and the 

dance sector in Leeds can do more by working together better.” This was further elaborated 

by another participant: 

  

It’s not an official network, but we have a sort of network of Higher Education 

institutions that, because we’re not a Higher Education institution officially, but we are 

a sort of training partner, we operate in a different way, there’s a lot of ways that we 

can be useful to them and they’re useful to us. 

 

By utilising and sharing the strengths of different organisations, in terms of their networks, 

resources, and expertise, organisations were able to develop a sense of infrastructure, just 

by recognising themselves as a network. This nascent approach to organisational support 

was occurring on an ad hoc basis dependent upon individual organisations. Some of the 

representatives interviewed recognised that there was greater opportunity for cross-

programming and shared approaches to training or CPD which were under-utilised.   
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Advocacy   

In addition to supporting freelancers at a grassroots level, many of the participants described 

how the organisations they worked for engaged in forms of advocacy for the sector: “There’s 

a sort of advocacy role that we play in situating particular dance practices and giving 

practices visibility, which therefore gives an artist more visibility.” 

 

Participants felt that the sector lacked a sense of collective structure to some extent, and 

subsequently did not experience some of the benefits that other creative industries reported: 

 

So, the other thing that could be done is to really look about equitable rates of pay. 

It’s a very un-unionised sector obviously because it’s freelance…I think the 

independents are missing a bit of a trick there of their collective, the strength of their 

collective voice. 

 

I don’t know if it’s something the sector as a whole, One Dance UK or Arts Council 

can help with there, looking at it across art forms or across Equity and ITC to try and 

help it because younger independents particularly, they get in to a situation where 

they’ll work for nothing or they’ll work for £50; it’s not helpful, to me it’s a downward 

spiral of decline really that people are colluding in and I think that issue around rates 

of pay needs to come right through, from the ballet companies right down to the 

freelancers. 

 

Many of the organisations recognised their role in steering working conditions and 

championing the value of dance, however they themselves did not always appear to feel 

empowered or sufficiently guided to do so:  

 

Organisations need clear guidance as well I think sometimes, especially when we’re 

wanting to be leaders in the field, so I think national organisations like One Dance UK 

can help to play that role, to set clear guidance, but also to lobby for freelancers as 

well and make the case for the impact that freelancers give. 

 

Hierarchies 

Finally, several of the interviewees noted how, hierarchically, they felt there was disparity in 

how different organisations were funded and valued, which filtered down to the experiences 

of individual freelancers: “Obviously ballet is the most funded, then contemporary and then 

slowly it comes down through the genres”. Another participant explained:  
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It’s around asset and level of subsidy, so those that are better funded by the Arts 

Council, i.e. the ballet companies and then if you look at the smaller NPOs that are 

funded to do youth and community work, the difference in asset is absolutely 

enormous and people just aren’t on a level playing field.  

 

This complex issue has been noted in previous studies into the dance sector (Aujla & Farrer, 

2016; Clarke & Gibson, 1998). Where ballet companies continue to operate under more 

formal structures, there appeared to be higher levels of support and funding directed to 

them. The freelance sector, which operates much more collaboratively, sharing resources 

and skills across networks horizontally, has the potential to deconstruct some of the negative 

hierarchies that pervade the industry. It was evident, however, that under challenging 

financial conditions, those relying on the freelance sector for their livelihoods were not 

adequately supported. Some of the factors contributing to this concern could relate to a lack 

of understanding about the economic and social contributions that dance forms other than 

ballet make. Greater knowledge of the positive impact that dance, across a range of forms, 

makes to communities, could enable organisations to better advocate on behalf of 

freelancers in order to develop new models that support this eclectic group of individuals in 

flexible ways that are appropriately valued and funded.  
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4. Economic Contributions of Freelancers 

4.1 Literature Review 

To date, there has been limited research assessing the economic contributions of 

freelancers in the dance sector. This creates challenges in accurately measuring their 

economic value and the impact they make to the UK economy. From an economic 

perspective, different methods to measure the economic functioning of an industry do exist. 

One of the most common approaches used is conducting economic analyses using standard 

high level aggregation of economic variables reported by industrial organisations and 

statistical agencies. These variables include but are not limited to gross value of production, 

gross value added, fixed capital, business turnover, exchequer contributions of an industry 

(e.g. Value-Added Tax, Corporate Tax, Income Tax and National Insurance Contributions), 

and employment. These methods are often used by scholars and policy makers to assess 

the economic contributions of arts and cultural industries. Though these studies have merits, 

they do not provide a complete picture of the economic contributions and actual impact 

made by particular artistic groups – in this instance freelance dance workers – to the cultural 

industries or economy as a whole. This is because these forms of economic impact analyses 

using aggregate level macroeconomic indicators tend to overgeneralise and group activities, 

rather than take into account the particularities of specific areas of practice. For example, in 

a study conducted by the Centre for Economics and Business Research (CEBR, 2013), the 

economic contributions of those working in the dance sector were calculated as a sub-set of 

‘performing arts’, a Standard Industrial Classification (SIC) category used by the Office for 

National Statistics (ONS) to capture the values generated by different industries and 

professions to the UK economy (CEBR, 2013). Performing arts include the activities of 

actors, circus performers, dancers, and theatre performers among others; hence, the 

economic value created by freelance dance workers was not explicitly measured. 

Furthermore, such economic indicators do not reflect the actual business or employment 

practices engaged by freelancers in the dance sector, as most of the respondents in the 

survey did not only engage in performing arts but also in teaching and other related activities 

to supplement their low income.  

 

The other commonly used economic approaches to calculate economic contributions and 

impacts also have limitations. They are widely known as income and expenditure 

approaches. The income approach to measure gross value added by freelancers in the 

dance sector would be calculated as the sum of their earnings (profits) if they were 

registered as limited companies, remunerations received if they were self-employed, rents, 

interests and taxes paid (including National Insurance contributions and Income Taxes). The 
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expenditure approach, on the other hand, measures contributions through adding the sums 

of all consumer, government and business investment spending and net exports. 

Nevertheless, both of these approaches could be biased in calculating the economic 

contributions of those freelancers working in the dance sector. For example, many 

freelancers do not earn over the income tax thresholds (above £11,850). Furthermore, their 

impacts through community engagement via unpaid work cannot be easily quantified. 

Consequently, consumer spending and their exchequer contributions could be significantly 

underestimated. Thus, there is a need to go beyond only measuring the economic 

contributions through measurable and quantifiable economic indicators, and consider the 

indirect contributions they also make.  

 

The other method often used to measure indirect impact of arts and culture industries is the 

input-output model, which measures the impacts through the spending of arts and culture 

employees in the wider economy (for example, freelancers’ spending on different products 

and services produced by other industries). Compared to income and expenditure 

approaches, this input-output model does provide more comprehensive calculations for 

economic contributions. Yet, it also has its own limitations because this requires 

understanding the specific supply chain or the expenditure breakdowns of freelancers. By 

taking into account freelancers’ expenditures, the method assumes the other 

industries/sectors as an intermediate input. In practice, the economic activities that 

freelancers engage with could also be seen as an intermediate input in other industries. For 

example, freelancers’ artistic performances in festivals could increase the sales made by 

food stalls and other businesses. In other words, freelancers’ economic activities should also 

be seen as an intermediate input in other industries and sectors. Thus, this requires 

developing a structural model of freelancers working in the dance sector, depicting the 

relationship between various elements and the rest of the economy.  

 

To address the outlined issues, we conducted exploratory interviews with freelancers 

working in the dance sector to understand the economic activities and supply chains they 

engage with. This enabled us to: propose appropriate measures that could be used to 

calculate freelancers’ economic contributions more accurately; understand the limitations of 

the common economic indicators used in measuring contributions and impacts; and develop 

a structural model of how freelancers in the dance sector relate to each other, within and 

beyond the dance industry.  
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4.2 Method 

As there is no consensus on the appropriate methods related to assessing the economic 

contributions of not only freelancers in dance, but also the arts and cultural industries as a 

whole, we adopted exploratory research with the focus on individual level data, instead of 

the more widely used approach which applies high level aggregate economic data to 

conduct economic impact analyses. This will allow future studies to identify appropriate 

variables/measures and methods to capture more accurate estimates of the contributions 

made by freelancers in the dance sector.  

 

In order to gain a comprehensive understanding of a range of activities engaged by 

freelancers in the dance sector, seven freelancers at different stages of their careers were 

recruited and interviewed for between 60 to 90 minutes. These interviews were semi-

structured as we had an initial conceptual framework to guide our questions (see Appendix 6 

for interview questions). An iterative process of data collection and analysis was adopted by 

coding the data along with key themes that emerged from each semi-structured interview 

and then reanalysing and interpreting them as data were gathered in the other interviews. 

Relevant organisational documents were also reviewed to enhance our understanding and 

improve our interpretations.  

 

4.3 Findings 

Analyses of the interviews are broadly categorised as the economic impacts/contributions of 

freelancers. In this section, quotes are attributed to the participants’ roles as they highlight 

particular contributions based on their work and experience. 



 

55 

 
 

Figure 9: Indirect contributions of freelancers in the dance sector to the UK economy.  

 

Knowledge-based economy through incorporating creativity in business activities 

and promoting artistic education  

Knowledge based economy is defined as an economy that is capable of knowledge 

production, dissemination and use; where knowledge is a key factor in growth, wealth 

creation and employment, and where human capital is the driver of creativity, innovation and 

generation of new ideas, with reliance on information and communication technology as an 

enabler (Cavusoglu, 2016). According to Sacco and Segre (2009), in industrialised 

countries, goods and services have been incorporated with essential, intangible added 

values deriving from design, aesthetics, and symbolic and identity values for competitive 

advantage. Thus, as a nation progresses in economic development, there is a need for a 

creative workforce (Porter, 2011). One of the interviewees had engaged with business in 

Milton Keynes and suggested different art forms that could be used for promoting business 

activities in the area rather than utilising conventional approaches for advertising and 

marketing: 

 

… so much arts can do for business, and especially living in Milton Keynes, 

there’s so much business and we’re, our next challenge is to try and kind of make 
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people in business listen. You see it all the time in adverts, don’t you, movement 

will sell a car, so many adverts use movement, so if you’ve got an opening of a 

building, why don’t you just, instead of just doing the normal cut a ribbon, whey! 

No one remembers it, you know, no one’s buying a car [laughs]. Actually, if 

you’ve got dancers to animate this model, it’s fun, it’s funky, it’s fresh…I always 

think coffee shops would be a really great one, you know they used to have those 

opera singers sometimes that used to just pop up and they’d be serving you 

coffee and then they go, [sings opera style] and this wonderful opera would go. 

And it would be great because Milton Keynes has got all the outside spaces, 

everyone’s having coffee and then a duet, a beautiful duet just happens. And 

yeah, so what, 100 people might see it but they’ll remember it and then they 

might buy a ticket, they might buy a ticket for something else.  

(Choreographer, festival organiser) 

 

However, the interviewee felt they were not appreciated for their work, therefore, were not 

rewarded for their efforts by the public and clients: 

 

People with knowledge value it very much. But I still get people asking me to do 

things for free or, “Oh, could you just run this flash mob for us with, like, eight 

schools?” “Yeah, I’d love to do that, done lots of things like that before. What’s 

the fee?” “Oh, there’s no fee”…They just think flash mob, you just turn up, you 

just do it…And you think, I’m just flabbergasted. Do you really watch those artists 

on stage and think they just do it [clicks fingers] out of no training, no rehearsal? 

(Choreographer, festival organiser) 

 

In addition, we found that all participants contributed to promoting creativity in children and 

adults through providing artistic education at schools and universities alongside their 

engagements in performing. Again, many interviewees also faced challenges in negotiating 

pay with their clients or the educational institutions that employed them: 

 

I’ve had to take planning for each session and travelling to each session, making 

sure there’s time in between to get from one to the other. So that’s part of my 

negotiation then, because I have to try and explain to people who are, especially 

dance schools, they’re already working in the dance sector, but I don’t think many 

people understand unless they are involved in it themselves, or have been 

involved as a result of someone they know is the freelance element of it…it is 
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challenging, and also you get it because people don’t have a lot of money to just 

spend on you, but I have to think to myself that I have to make my time 

worthwhile and I have to support myself.   

(Performer, teacher) 

 

Similar challenges were faced by those working in Higher Educational institutions due to the 

low pay and demanding administrative duties, thereby limiting their own professional 

development:  

 

…you’re expected to do administration for the university, and then often the 

planning, the marking; the things that you allow you to do the teaching well and 

keep the industry links are unpaid…when you work in an institution you have to 

do a lot of things that they need tick boxes ticking for, and they don’t support the 

thing about the dance that you give in the first place, and as a result people tend 

to lose touch with the industry, so then you can't create as many opportunities for 

people to get work in it…a university is the prime place to give those jobs and 

create the opportunities, but after a bit of time, the institution, the administration, it 

is very much about paperwork… 

(Performer, fitness instructor, teacher) 

 

Reducing public expenditure on health care and increasing labour productivity 

through promoting health and wellbeing and social inclusion through community 

engagement 

According to the Charity Commission (2001), social exclusion is the phenomenon where 

people have no recognition, voice or stake in the society they live in. The causes of social 

exclusion are multiple and usually connected with factors affecting a person’s or 

community’s social or economic circumstances that prevent them from fully participating in 

society. A person can be socially excluded due to factors including but not limited to 

unemployment, financial hardship, youth or old age, ill health, substance abuse, 

discrimination on the grounds of sex, race, ethnic origin, religion, creed or sexuality, poor 

educational or skills attainment, relationship and family breakdown, and poor housing. 

Hence, social inclusion is about actions taken to change the circumstances and habits that 

lead, or have led, to social exclusion. All these actions taken for social inclusion can have 

different economic impacts; for example, improving the health and wellbeing of senior 

citizens can potentially reduce the government’s health care costs. Similarly, engaging 

disabled individuals, who might otherwise be excluded, could strengthen economies by 
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tapping into new skills and talent, improving diversity and creativity in the work force, 

enhancing labour market efficiencies, productivity and reducing inequalities (United Nations 

Research Institute for Social Development, 2014).  

 

Many of the interviewees spoke about how they felt they supported the health and wellbeing 

of those who might otherwise be socially excluded. For example, one participant ran dance 

classes for senior citizens. This was initially funded by the local council, however she later 

continued to run these classes with limited financial support from the attendees. She 

recounted her experiences of working with elderly and vulnerable individuals, and how she 

did not identify as a dance teacher but as a social worker. She increased mental health 

awareness, empathetic behaviour and social support: 

 

I've got some pretty vulnerable people in my class…We did have a lady with 

quite severe mental health problems who we’ve now, she’s stopped coming so 

that’s a concern for me, although she was causing problems in the group, but 

then I could flag that up beyond us, to the council, so I went down all the right 

channels, safeguarding for vulnerable adults…we've got some really absolutely 

brilliant fine people in the group as well who are affluent, very middle-class, very 

happy, and they recognise the need as well, and they have been supporting 

those other people which is great…try to show that we need to care about her 

and not be unkind, and I think that’s, I can feel that that’s helped.   

(Healthcare and community artist) 

 

Another participant was a contemporary dancer and producer who worked with local 

communities to create performances to promote disability awareness and shift the public’s 

perceptions about disabled individuals: 

 

Having done 11 Million Reasons to Dance with People Dancing, they brought in a 

disabled artist to work in a PMLD school, children that were disabled that were 

communicating through, literally through their little fingers…I think people are 

starting to appreciate contemporary a lot more and…I think that Candoco just 

being on Strictly and seeing disabled bodies as the norm. 

(Producer, community artist) 

 

Interviewees often identified themselves as ‘social workers’ rather than dance teachers as 

they saw themselves as providing support for young people who did not have strong support 
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networks. They often came from diverse ethnic, social and cultural backgrounds, or had 

experienced negative life experiences prior to joining dance classes. One of the dance 

teachers that we interviewed mentioned that: 

 

I was based in Islington, and we were specifically based there because it’s one of 

the most rich but most deprived boroughs in London, so you’d get kids from all 

different backgrounds, quite a lot of them came from their local estates, and 

parents never worked, generations had never worked…I had incidents where the 

parents would stop them from doing work experience, because they were like, 

“Well you’re not getting paid for it”, but I was like, “In the long run, this is really 

going to help them”, I had quite a lot of run-ins with parents and that kind of 

thing…But then you had some kids that had no support whatsoever, they were 

living in hostels and things like that, so then you kind of became their family…or 

you'd have young mums that haven't worked because they didn’t finish their 

qualifications because they've had their children and things like that… 

(Teacher) 

 

Through teaching dance to young adults and school children, participants’ students became 

more confident and learned soft skills such as teamwork, building professional relationships 

and communicating effectively. Some of the participants recounted the changes that they 

made to their dance students: 

 

One of our main projects was to all create work on community groups and to 

bring it together in a big theatre. So, I had a group of boys that weren’t attending 

school, a special group...12 years later I was performing down the South Bank 

and I got a knock at the door…it was one of those boys who was training to be a 

lawyer and he said he never ever forgot that experience just because, it was the 

first time he believed in himself and that someone said he could do it. And I was 

like, you know, and gosh, that’s back in 1999, it’s a long time ago, and I think he 

came there like 2005, to the South Bank. 

(Choreographer, festival organiser) 

 

I guess also we’re adults but we’re not their parents or technically their school 

teachers, so we’re on a different level, so I think they come and approach us 

about things non-dance related or dance related, if there's trouble at home or 

anything, I think you become more than a dance teacher…we’d help them 
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whether they want to go and do economics at uni or if they want to go and 

become a nurse, I think it all still helps, and it’s all just having that extra support.   

(Teacher) 

 

Developing regions as tourist destinations through promoting local cultural and 

historical heritage  

Heritage is an important component in creating and enhancing the character, identity and 

image of a city or area. It is concerned with past history, present and future (Tudorache, 

2016). Cultural values are similar to territorial capital or developmental source, which are to 

be experienced and enjoyed not only by tourists, but also by local inhabitants, and can have 

positive economic, social and environmental effects (Hribar et al., 2015). Thus, promoting 

the cultural values and heritage of a region or a country has been identified by economists 

as promoting the tourism industry, thereby improving economic development as tourists 

bring money to the region, create business opportunities, employment and tax revenues (Du 

et al., 2016; Sinclair, 1998). The economic value of tourism can be determined by measuring 

the gross value added, the multiplier effects on the economy, tourist visits and their 

consumption. However, the contributions of the creative industries and the work of specific 

artistic groups, such as dancers, have not explicitly been measured. This is often due to the 

lack of available data or the intangibility of the contributions. However, this does not mean 

that their impacts on the local and regional economic developments should not be 

acknowledged.  

 

The interviews highlighted engagement in promoting local, regional and cultural heritage, 

cultural diversity and environmental awareness for children and adults alike. One interviewee 

recounted her work in organising performances related to war and soldiers, and another 

project which presented the true nature of and challenges faced by a working-class industry, 

mining. Another participant discussed her experiences and knowledge in arts for 

environmental initiatives that brought communities, families and environment together: 

 

I just worked with a community that wanted it to go into art, which is amazing. So, 

I was curator to create this art trail…we created this wildlife trail, because it’s right 

next to a nature reserve…suddenly all the families were out trying to get number 

one to 20 of this wildlife trail of all these birds and animals that were seen in their 

local area, and all these other amazing things like mosaic art and light 

installations we put up and then we did this oak tree and made it into a big throne 



 

61 

with animals in it and different doorways, fairy doors, all those kind of things. And 

yeah, suddenly people are out exploring their own environment. 

(Choreographer, festival organiser) 

 

Furthermore, the work of freelancers is not always confined within a country but also has 

international outreach and brings cultural diversity and values to communities.  

 

In the year 2004, I was invited by Westminster City Council to be one of their 

artist consultants, to deliver an action plan and at that time our action plan was 

for heavy work for, to have a community arts centre based in Central 

London…also worked with the Royal Opera House and was asked to curate 

programmes based on the British East Asian artists and international 

festivals…inviting people from Far East, and that lasted four years…we are now 

talking about going to migration festivals and all of that, and how people buy 

tickets to come to see the work, and also it’s around things, all the stalls, all the 

work around that, people come and purchase their food, buying things around 

that set up, and how this works, say if we go to Gibraltar, we are from UK, if we 

go to Korea, we are coming from UK, I think that visibility of promoting UK. 

(Producer) 

 

4.4 Conclusion 

This section presented different forms of economic activities that freelancers in the dance 

sector engage in. Though they play active roles in different parts of society and their 

communities, many of them felt that there were no appropriate supportive mechanisms in 

terms of negotiating their pay. There were low perceived rewards for freelancers’ activities in 

the wider economy. Hence, many of them felt underappreciated and described being 

underpaid for some of their work. Similarly, freelance dance workers’ economic contributions 

cannot be measured in terms of the conventional economic indicators such as gross value of 

production, gross value added, fixed capital, business turnover, exchequer contributions of 

an industry (e.g. Value-Added Tax, Corporate Tax, Income Tax and National Insurance 

Contributions), and employment. This is because their contributions are often intangible and 

have spill-over effects on other industries (see Figure 9). Hence, to measure the economic 

contributions of the freelancers in the dance sector, future studies should focus on a 

microeconomic approach or industry-focused approach rather than applying a 

macroeconomic approach utilising aggregate level data to measure economic performance 

and contributions.  
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5. Wellbeing and Grit among Freelancers 

5.1 Literature Review 

There are numerous definitions and measurements of wellbeing, but it is generally 

conceptualised as a global construct reflecting how individuals feel about their lives across a 

range of domains. It is important to consider the wellbeing of freelancers given the 

unpredictable and unstable nature of their work, which can cause anxiety, and lowered self-

confidence and motivation (Aujla & Farrer, 2015). Furthermore, financial concerns could 

cause stress and anxiety while some freelancers report experiencing social isolation due to 

working unsociable hours on numerous projects (Aujla & Farrer, 2015). On the other hand, 

freelance work may also enhance wellbeing due to the freedom, control and variety inherent 

in the career. In order to investigate wellbeing, we referred to the work of Carol Ryff and her 

colleagues (Ryff, 1989; Ryff & Singer, 1996, 1998), whose work is considered a cornerstone 

of wellbeing research. According to her model, wellbeing comprises the following domains:  

 

 Autonomy: self-determination, independence, regulation of behaviour from within 

 Environmental mastery: ability to choose or create environments suitable to oneself, 

manipulate and control complex environments, advance through the world and 

change it creatively through physical or mental activities, take advantage of 

environmental opportunities, active participation in the environment 

 Personal growth: continue to develop one’s potential, grow and expand as a person, 

openness to experience 

 Positive relations with others: warm, trusting interpersonal relationships, ability to 

love, strong feelings of empathy and affection, identification with others 

 Purpose in life: meaning, directedness, intentionality 

 Self-acceptance: acceptance of self and of one’s past life; holding positive attitudes 

towards oneself 

 

Qualitative research indicates that freelancers may experience many of these factors 

through their work in dance. For example, Aujla and Farrer (2015) reported that independent 

dancers valued the autonomy their work afforded them and felt they were making a 

contribution to dance or to their communities. They were fulfilled by their work and the 

opportunities it gave them for personal and artistic growth. Recent research suggests that 

dancers report significantly higher levels of wellbeing than the general population (Ascenso, 

2018); however, this study was not specific to freelancers and did not cover the many roles 

that this might entail. As such, it is of interest to expand existing knowledge with a large 



 

63 

sample of freelancers working in a range of roles, to quantitatively assess their wellbeing 

across these varied domains.  

 

Furthermore, interview studies of independent dancers suggest they are optimistic and 

tenacious, able to persevere in order to meet their goals (Aujla & Farrer, 2015). These 

findings relate to a relatively new area in research termed grit, which Duckworth and her 

colleagues (2007) define as passion and persistence towards long-term goals. In 

achievement contexts, grit may be crucial to maintain commitment in the face of setbacks 

and failure as it represents sustained interest and effort over time towards goals that are 

personally meaningful and important. Research in various domains suggests that high levels 

of grit are associated with sustained and effortful practice, improved performance, 

engagement, optimism, and life satisfaction (Duckworth et al., 2007; Duckworth & Eskreis-

Winkler, 2013; Stoffel & Cain, 2018). Each of these factors is presumably important for 

navigating and maintaining a career in the freelance sector; it was therefore of interest to 

measure levels of grit amongst the participants.  

 

5.2 Method and Findings 

Subjective Wellbeing (N=282) 

To measure subjective wellbeing, the 18-item Psychological Wellbeing Scale was used (Ryff 

& Keyes, 1995). The scale comprises three items for the six domains of wellbeing defined 

above. Participants score each item on a scale from 1 (strongly disagree) to 6 (strongly 

agree). Although the scale should not be used as a unidimensional questionnaire, the total 

scale reliability was good (α = .81). Reliability was weaker for the individual subscales, but 

this is often the case for subscales with fewer than 10 items (Pallant, 2005) and has been 

reported in previous studies using the scale (e.g. Clarke et al., 2001). Data was analysed 

using the Statistical Package for the Social Sciences (SPSS; IBM). 

 

According to the means for each subscale, the participants scored highest for personal 

growth, followed by purpose in life, positive relations, self-acceptance, environmental 

mastery and finally autonomy. Personal growth was particularly high, with an average score 

of 15.73 out of a maximum of 18. These findings are similar to those reported in a recent 

study of dancers who scored most highly for personal growth, purpose, self-acceptance and 

positive relations (Ascenso, 2018). Although causality cannot be assumed, working in the 

freelance dance sector may provide beneficial opportunities for personal growth, a sense of 

meaning and purpose in life, self-acceptance, and strong relationships with others. These 

findings support those of our previous qualitative study (Aujla & Farrer, 2016). Participants’ 
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work formed a strong part of their identity and the opportunities for creative and artistic 

freedom that came from working freelance appeared to bolster their wellbeing. The average 

scores for wellbeing are presented below. 

 

Table 18: Wellbeing scores. 

 Mean Standard deviation 

Autonomy  12.32 1.83 

Environmental mastery 12.47 2.24 

Self-acceptance 13.56 2.29 

Personal growth 15.73 1.96 

Positive relations 13.99 2.82 

Purpose in life 14.11 2.52 

 

 

Grit (N = 276) 

We used the 8-item Short Grit Scale to measure grit (Duckworth & Quinn, 2009). Duckworth 

and Quinn (2009) provided information on the reliability and validity of the scale. For this 

study, internal reliability was very good (α = .83). Participants were asked to score 

themselves on 8 questions relating to grit (e.g. setbacks don’t discourage me; I am diligent) 

on a scale of 1-5 (1 meaning very much like me; 5 meaning not at all like me). In analysis, 

reverse scored items were recoded and an overall grit score was calculated for the sample 

according to Duckworth and Quinn (2009). Data was analysed using SPSS (IBM). Overall, 

the freelancers scored 3.90 (± .33) for grit which could be considered high, as a score of 5 is 

considered ‘extremely gritty’ (Duckworth & Quinn, 2009). This suggests that freelancers 

have relatively high levels of both passion and persistence for their long-term goals. 

 

An ANOVA was then conducted to assess any differences in grit scores according to career 

stages. The assumption of homogeneity of variances was violated so Welch’s test was used 

as it is more robust (Pallant, 2005). The model was significant, Welch’s F (2, 127.40) = 

14.90, p < .001. 

 

Results indicated that the early career group scored significantly higher than the mid and late 

career groups, and that the mid-career group scored significantly higher than the late career 

group. This is in contrast with previous research which suggests that people become grittier 

with age (Duckworth & Eskreis-Winkler, 2013); however, career stage does not necessarily 

correlate with age, and in fact there was no significant correlation between age and grit in 
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the current study. Thus, these findings could suggest that grit is more present in those 

beginning their careers whereas it may be less necessary for those who are more 

established. Indeed, in previous qualitative research, late career independent dancers 

reported feelings of self-assurance, holding a positive reputation, and a strong sense of 

autonomy (Aujla & Farrer, 2016). Interestingly, they often wanted to support other artists, 

while also reporting a shift in priorities particularly where they had started a family. In 

contrast, the early career independent dancers reported feeling unprepared, having lower 

self-confidence and feeling pressure from others. Therefore, the ‘need’ for grit may be 

greater in the early career stage as individuals attempt to find or create opportunities, build 

their reputation and establish themselves in the field and in various support networks. 

However, these results should be interpreted with caution as inspection of the means 

(below) indicates that actual differences between the groups were small.  

 

Table 19: Grit scores according to career stage. 

 Mean grit score Standard deviation  

Early career (76) 3.86 .51 

Mid-career (149) 3.81 .23 

Late career (51) 3.66 .16 

 

Relationships between Wellbeing and Grit  

There were significant positive correlations between grit and the wellbeing domains of 

personal growth (r = 2.10, p<.01), and purpose in life (r = .24, p<.01), and a strong positive 

correlation between grit and positive relations (r = .30, p<.01). This reflects research 

indicating the importance of social support as a buffer of stress (e.g. Patterson et al., 1998). 

Interestingly, there was a significant negative correlation between grit and autonomy (r =-.34, 

p<.01). It could be that the more autonomous one feels, the less grit is required. These 

findings bear similarity with those reported by Von Culin et al. (2014), who found in a large 

study of adults that grit was significantly related to engagement and meaning, two facets of 

wellbeing which are represented in this study. The authors suggested that being engaged in 

something meaningful may facilitate the development of grit through sustained application of 

effort over time. However, it is important to note that our wellbeing analyses are cross-

sectional in nature, meaning that the direction of the relationship between wellbeing and grit 

cannot be established.  
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5.3 Implications 

The findings of this project support previous qualitative (Aujla & Farrer, 2015) and 

quantitative (Ascenso, 2018) research, as the freelancers in this study scored particularly 

highly for personal growth and purpose in life. Working in dance appears to promote 

particular forms of wellbeing around personal development and a sense of meaning and 

purpose, as the freelancers scored higher on these items than a large-scale study of national 

health and wellbeing by Clarke and colleagues (2001), which was not specific to any type of 

profession. Aujla and Farrer (2015, p.10) suggested that “working in the independent sector 

provides dancers with several opportunities to experience psychological growth, wellbeing 

and fulfilment from an activity that they find important, meaningful, and joyful”; the current 

findings with a large sample of freelancers appear to corroborate this. The high levels of grit 

also appear to reflect previous reports of high levels of optimism and self-belief which may 

help freelancers to negotiate the demands of the sector (Aujla & Farrer, 2015). 

 

Interestingly, however, the freelancers in this study scored lower than Clarke et al.’s (2001) 

participants on environmental mastery and autonomy. Environmental mastery represents the 

extent to which an individual actively participates, and takes advantage of opportunities, in 

environments; this definition appears to fit well with our understanding of freelance work. 

However, environmental mastery can also entail the extent to which individuals feel they can 

manipulate and control environments. From this perspective, many freelancers may perceive 

that their careers are somewhat dependent on the decisions of others (such as funders and 

employers), which may in turn lower their feelings of personal control over aspects of their 

work. This interpretation may also help to explain why the participants in this project scored 

lower for autonomy than those in Clarke et al.’s (2001) study. Despite this, it is worth noting 

that none of the freelancers’ scores on any domains would be considered particularly low. 

 

The freelancers scored relatively highly for grit, particularly those in their early careers, 

suggesting that they developed grit in order to succeed. However, it may be the case that 

those low in grit did not persevere or succeed in the freelance sector, meaning that provision 

of systematic mental skills training, coping skills training, mentoring, social connections and 

fostering peer support may be crucial in both training and beyond. The fact that grit scores 

were lower for participants in the later stages of their careers indicate that having an 

established profile in the field means resilience becomes less important: these freelancers 

are more likely to be at a point in their careers when they can be selective about which 

projects or roles they take, and may be commissioned for work based on their reputations. 
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They are presumably more autonomous in their work, which helps to explain the negative 

relationship between grit scores and autonomy.  

 

Stoffel and Cain (2018) suggest that grit and resilience can be developed through self-

reflection and conversations with more experienced practitioners. Interestingly, reflecting our 

focus group findings, they point out that universities and other training institutions are 

currently in a position where it is in their interests to support and encourage student success 

as much as possible, but this may not be preparing them for the challenges of professional 

life. Students may need to develop resilience through problem-solving abilities and mental 

skills such as goal-setting, which could be added to a menu of auxiliary tuition including 

business and administration skills provided in training, to help them transition into the 

profession.  
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6. Summary and Discussion 

The aim of this research project was to better understand the working lives of freelancers in 

the dance sector, their support needs, wellbeing, and the important contributions they make 

to the sector, the economy, and their wider communities. The multiple forms of data 

collected generated several findings which are summarised here. 

 

A range of freelance roles were represented in this study, including teachers, directors, 

healthcare providers, producers, choreographers, performers and managers. Most 

participants considered education, performing or choreography to be their main job, although 

their work spanned various roles and contexts, due to both their willingness and need to take 

on different roles to enhance experience and income. This supports the findings of previous 

surveys and reports that we summarised in Section 2 (e.g. CEBR, 2018; Cox & Crone, 2014; 

PiPA, 2018; Revelli, 2018). Respondents had been working freelance in the dance sector for 

an average of 11.25 years, with most considering themselves to be mid-career. According to 

our previous research, mid-career may indicate that participants are developing confidence 

and ownership over their work, and beginning to experience more autonomy in the work they 

choose to do. Pressures may arise however around time management and a sense of 

pressure to maintain established levels of success (Aujla & Farrer, 2016).  

 

Our tracking surveys demonstrated fluctuations in both hours worked and pay received from 

various settings, highlighting the instability and unpredictability of this work particularly where 

it might be dictated by educational schedules. Written contracts were more common than 

verbal contracts for the roles represented in the research, but less formal types of contract 

were still commonly reported, particularly for early career freelancers. Word of mouth and 

networking remained a critical means of finding work.  

 

The participants in this study were highly educated: over 40% were educated to 

postgraduate level. Many participants held additional qualifications to support their work, 

such as those related to health or inclusion, evidencing ways that they engage with particular 

communities. Indeed, there are multiple ways in which freelancers contribute to the UK 

economy and support both their local communities and wider sectors of society. Our 

research identified how freelancers contribute to the knowledge-based economy, improve 

labour productivity, reduce costs to the NHS, and enhance income through tourism and 

heritage activity.  
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Participants reported relatively high levels of wellbeing, scoring particularly highly for 

personal growth and purpose in life. This supports our previous research whereby personal 

and artistic growth, a sense of meaning, and making a contribution, underpinned freelancers’ 

motivation for their work (Aujla & Farrer, 2016). High levels of grit were also recorded, 

particularly for early career freelancers. This suggests that participants had high levels of 

passion for their work and long-term goals, which enabled them to persist despite various 

challenges. Working freelance in the dance sector may enable individuals to live in 

accordance with their values and goals, supporting their wellbeing. 

 

However, despite the participants’ sense of meaning and purpose, they found articulating the 

value of their work to those outside the dance sector challenging and often felt that their 

contributions were undermined by negative perceptions about dance as an art form and 

working in dance as a career. Furthermore, the visibility – and invisibility – of certain roles, 

informed by an outdated hierarchy of success, meant that some freelancers felt undervalued 

in their roles. Informal work, such as the large amount of time participants spent on 

administration, continues to be unacknowledged (Aujla & Farrer, 2016). 

 

Moreover, although they were highly educated, participants were poorly paid for their 

freelance work in the dance sector, which may explain why most worked in a freelance 

capacity part-time and over a third took on additional freelance work outside of dance to 

supplement their income. While few participants reported earning nothing from their 

freelance work, average annual income from freelance work in the dance sector was 

£11,669.74, well under the national average and providing only 31.48% of their annual total 

household income. This figure is also lower than that reported in previous surveys of 

performing and visual artists (which averaged at £16,000). Freelancers desired higher rates 

of pay but at times found this difficult to negotiate due to their limited business knowledge. 

Low average earnings are particularly important to consider given that a quarter of 

participants were supporting at least one dependent, and freelance work was associated 

with numerous outgoings (travel in particular), which were rarely or only sometimes 

reimbursed. Furthermore, participants reported few benefits (e.g. holiday pay) associated 

with their freelance roles. Like the respondents in other reports, the freelancers in this project 

relied on support from family, friends and peer networks, but felt that formal networks could 

provide more support. 

 

Outside of family and friends, the most common sources of support accessed were regular 

skill development and networking events. Participants expressed a desire for more support 
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related to business, administration and finances, which potentially could be embedded into 

training to help graduates navigate freelance work. Online resources, more affordable 

development opportunities and healthcare, and organised peer networking would also be 

valuable for those already working in a freelance capacity. These findings are similar to 

those reported in previous research but highlight specific suggestions that may be unique to 

freelancers working in dance. 

 

Finally, organisational representatives described offering various forms of support to 

freelancers, but felt that more support and guidance in their own advocacy work, linked to 

national strategy, would be valuable. Focus group analyses indicated that hierarchies exist in 

the sector in terms of not only how individual freelancers, and their levels of success, are 

perceived, but also how organisations are supported and funded. More specific 

recommendations are put forward in the next section. 
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7. Recommendations 

Key recommendations for application of the findings are as follows: 

 Advocating for better pay: working towards ensuring that there is more parity 

across different freelance roles, which may have required the same amount of 

training and qualifications. This appears particularly important for more informal 

roles that may be ‘less visible’, such as personal administration. Furthermore, 

incomes should be more in line with national averages, based on freelancers’ 

contributions to both the economy and various sectors of society, to help 

individuals to work full-time in the sector. Finally, rates of pay should be 

commensurate with level of experience and/or education. 

• Empowering freelancers to understand their value: freelancers are 

passionate about what they do but find it difficult to negotiate their pay. 

Freelancers need to be empowered to speak more confidently about the work 

that they do, and understand the various contributions it makes, which will help 

them to negotiate more in terms of pay, contracts, and benefits. They also need 

assurance that all roles are visible and valued by the industry and other sectors 

• Greater regulation of contracts: working towards ensuring all contracts for work 

(paid and unpaid) are written and formal in nature, to enhance clarity and 

understanding of what freelancers are entitled to based on their contract type 

• Greater recognition of outgoing costs: some freelancers conducted ongoing 

professional development in their field, which was often not reimbursed. This 

differs markedly from many employed roles where professional development is 

reimbursed or there is a budget for this. Some freelancers also travelled 

consistently large distances for their multiple roles, and felt that hourly pay rates 

should take this into account.  

• Provision of skills during training: students would benefit from training in 

business, enterprise and administration, mental skills, networking, and coping 

skills, to help them transition into the profession 

• Provision of subsidised support and continued professional development: 

affordable opportunities for skill development for those already working in the 

sector, particularly related to business, administration and financial concerns for 

which freelancers are often little prepared in their training. Online resources may 

also help to address this training gap 

• Ensuring the openness, visibility and inclusivity of networks: formal and 

informal social networks are critical for freelancers in not only finding work but 

also in providing support  
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• Communicating support needs and offer: organisations and freelancers 

themselves need to communicate with each other better about support needs 

and opportunities. Participants expressed a desire for this to be done mainly 

through e-communications (e.g. newsletters) and social media platforms 

• Quantifying economic contributions: future research should apply a 

microeconomic approach or industry-focused approach to measure economic 

contributions rather than applying a macroeconomic approach that uses 

aggregate level data  

• Galvanising organisational support: groups of organisations who are 

geographically, operationally or artistically connected should be encouraged to 

work together more by sharing strategy and resources to better support 

freelancers. Such connections could also be outside of the dance industry, such 

as theatre spaces, sporting bodies and public health organisations 

• Providing support to organisations: to better advocate for freelancers, 

organisations may require more strategic guidance and support  
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9. Appendices 

Appendix 1: Summaries of existing relevant research reports. 

Survey of Artists (ArtWorks, 2014) 

With a core sample of 868 artists working in participatory settings in the UK, this survey 

explored the needs, perceptions and motivations of this workforce and how their practice can 

be better supported. Respondents were primarily female (72%), mainly England-based, and 

represented a relatively even spread of career stages. Income was positively related to 

career stage, although only a quarter of people overall reported earning more than £20,000 

per year from arts practice and 41% reported that their arts income represented less than 

50% of their yearly total income. On the whole, participants felt that their expertise was 

appreciated by employers and commissioners, but that the potential benefits of the work 

were not fully understood and that their participatory work was not valued as an artistic 

practice. The study revealed an appetite for further training and development; the biggest 

barrier to accessing development opportunities was financial, followed by ‘time cost’ and lack 

of relevant opportunities. People working in dance were amongst the most likely to pay for 

their own development activities and to cover the cost of their time for accessing these 

opportunities.  

 

Older People’s Dance Activities (People Dancing, 2016) 

Over 60% of respondents to this survey described their activity as ‘regular and ongoing’ and 

most common settings for the practice included community spaces and arts venues. 

Amongst the 173 survey respondents, approximately 60% reported that the activity’s group 

leaders would benefit from further professional development, including updating skills to 

maintain a current practice, enhance creativity and gain context-specific training. Whilst 

health and wellbeing was ranked highest overall as the purpose of the activity, gaining the 

support of those in health and care sectors (such as GPs) was cited as a particular 

challenge, though of importance to the sustainability and development of the work. The 

fluctuating nature of funding, and difficulties around articulating the value of the practice 

effectively, were also cited as key challenges in this work.  

 

Balancing Act Survey (Parents and Carers in Performing Arts, 2018) 

This survey examined how caring responsibilities of those in employed and freelance roles 

within the performing arts sector impact on career progression. Participants were 1152 

carers and 897 non-carers working in dance (397), music (551) and theatre (1603), and 

were predominantly female (68%). Freelance respondents, who up made 54% of the overall 



 

78 

cohort, and those in fixed-term contracts reported that their work status had a negative 

impact on income, with freelancers earning a median average of £16,000 per year from their 

arts work (which increased to £20,000 when non-arts work was taken into account), 

compared with £30,000 earned by their full-time, employed counterparts. Over a third of 

participants reported that their pay was insufficient to cover regular outgoings and almost 

two thirds said the same was true for unexpected expenditure. In general, those with caring 

responsibilities relied mainly on the in-kind support of partners and family in order to sustain 

their work life, were more likely to be freelance and had lower income than non-carers. Of 

the freelance workforce, 85% with dependants reported having turned down work because 

of their caring responsibilities – and many (mostly women) had changed work roles to 

accommodate these duties. In comparison to other sectors the study revealed lower work-

life balance amongst its respondents.  

 

Regional Dance Agency Staff Data (Swindon Dance, 2018) 

Data was provided about this agency’s freelance workforce. For 30 artists engaged on a 

regular basis, hourly rates ranged from £20-£30 per hour, with most people receiving the 

higher figure. Daily rates of £110-£250 were reported for this group, with an average of £180 

per day. For one-off projects, the average daily rate was £200 although this ranged from 

£75-428.  

 

Destinations of Leavers from Higher Education Survey (HESA, for 2016-17) 

The DLHE report provides facts and insights from career experts to enhance understanding 

of the graduate labour market and outcomes of UK first-degree graduates six months after 

degree completion. Out of the total cohort (254,495), 6.5% were arts, design and media 

graduates. Most creative arts graduates were involved in a portfolio career, finding 

employment in two or more jobs to maintain a full-time wage. Performing arts graduates 

comprised the highest percentage of freelancers (25.4%) in the creative industries. Many 

performing arts graduates moved on to further study within six months of graduation, and 

just over a quarter of these graduates undertook teacher training qualifications. The creative 

sector boasts the highest level of education across the general workforce, with 78% of 

workers holding degrees. The performing arts cohort demonstrated both the highest and 

lowest figures for salaries, at £21,500 and £15,800, respectively. Interestingly, the creative 

industries showed the largest growth in employment between 2011 and 2016 across all 

sectors. To navigate the work force, creative graduates needed to demonstrate not just 

talent in their sector, but a variety of soft skills such as technological knowledge, enterprise 

skills and effective networking skills. 
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Careers in the Arts Report (ELIA, 2018) 

The primary aim of this report was to explore challenges faced by creative artists in their 

work, and to support the career development of emerging artists (note that the term creative 

artists was adopted by the authors of the report). The study was conducted with 25 partners 

across 15 countries in the European Union, and a survey was completed by 194 creative 

hubs. Case studies were also conducted on nine creative hubs, five of which were in higher 

education institutions. Creative hub managers and arts educators both prioritised the support 

of artists in developing financially stable careers, while maintaining artistic integrity, and 

required connections between stakeholders to enhance this outcome. They also identified a 

need for business, administrative and communication skills to be integrated into arts 

education as early as possible, in a practice-based capacity, to further equip students to 

achieve career stability. Creative hubs were viewed as a platform for social and professional 

development, and provide a link for emerging and established artists between their 

immediate community and wider society.  

 

Next Ten Year Strategy: Evidence Review (Arts Council England, 2018) 

This review of over 100 secondary data sources detailed perceptions of quality, talent 

development, international perceptions, and engagement in arts and culture to enhance 

understanding of resilience and sustainability of the arts and culture sector. BAME students 

encountered challenges establishing careers in the arts upon graduation, and ethnic 

minorities were revealed as having reduced odds of working in cultural and creative 

industries. The most important factors for career development for artists were identified as 

the opportunity to perform, support from family/friends/peers, and their artistic talent. Peer 

networks were seen as crucial for artistic development, both for practice and discovering 

opportunities. Disabled artists identified a need for further support in their artistic 

development through professional mentoring, financial support, and support with performing. 

In addition, disabled artists found it harder to earn income from practice, leading to 

decreased motivation to seek paid employment and professional opportunities, which has a 

potentially detrimental impact on their career opportunities. Overall, artists with degree-

educated parents tend to earn more from practice, but undertake a greater amount of unpaid 

work experience. Visual artists and writers indicated their primary challenges as lack of 

financial return for art, and lack of time to spend on practice, leading them to secure 

employment in non-arts related fields in order to maintain financial stability. There was a call 

for better support networks across the sector and for individual artists, such as NPOs, 

locally-initiated funding workshops and funding, and the suggestion that funders should play 

a greater role in monitoring artist pay. In addition, this support needs to be accessible at all 
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levels, such as in development of mid-career workers, as well as in improved education for 

youth and diversity through information, advice and guidance in business and practical skills.  

 

Livelihoods of Visual Artists (TBR, 2018) 

This summary report provided information to increase knowledge and understanding of 

visual artists in England, and to inform the future work of the visual arts sector. An online 

survey was distributed by organisations and membership bodies, and responses were 

collected from 2,007 participants. Five focus groups were conducted with 39 total 

participants across England. 72% of respondents were women. Overall, visual artists were 

primarily motivated by artistic fulfilment, personal wellbeing and enjoyment, and financial 

remuneration. There were concerns with income levels, as mean total income was £16,150 

(females earned less than males; disabled people earned less than non-disabled people). 

Many visual artists needed to secure additional means of employment to supplement their 

income, with 68% having additional jobs Artists were also supported financially by partners, 

personal savings, family and friends, tax credits and state benefits. Visual artists were well-

educated compared to the wider population, and those with higher levels of qualifications 

tended to earn more than those without. Additionally, those with degree-educated parents 

had higher average total incomes, were more likely to work in unpaid/voluntary roles in their 

additional jobs, were more likely to have financial support from family or friends, and were 

more likely to live in London. Visual artists reported their primary sources of support as peer 

networks, art networks and membership organisations. 

 

The Voice and Presence Survey: Women of the African Diaspora in Participatory 

Dance (People Dancing, 2019) 

This survey and interview study examined the work of women of the African Diaspora in 

participatory dance specifically. Forty individuals completed a survey and a further 12 

participated in in-depth interviews. Approximately half of the sample considered themselves 

to be mid-career and 50% were self-employed. They reported low rates of pay from their 

dance and arts work; 40% of participants earned up to £10,000 per annum from this work 

with a further 30% earning £10-20,000 per annum. Respondents strongly agreed that their 

practice was highly valued by their participants and fellow artists, feeling that they made an 

important social contribution (e.g. boosting participants’ self-esteem and social contact), but 

seemed unsure as to whether this was true of other professions or academia. In terms of 

training and CPD, participants reported feeling that at times the offer from support 

organisations was not relevant to them. They desired more support and guidance around 

business skills, networking, fundraising, managing volunteers, and articulating the value of 
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their work to others. This was particularly important given participants’ desire to have their 

own voice, which may not be heard in existing structures or hierarchies; for example, one 

participant commented on the lack of visibility of BAME young women in contemporary 

dance. As a result, participants tended to engage in their own networks to find work, 

opportunities and support, which may not be visible to larger support organisations.   
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Appendix 2: Parental education, employment and income 

Parent/Guardian 1 

Highest Level of Education 

(% of 434 respondents) 

Occupation 

(% of 419 respondents) 

Annual Income 

(% of 385 respondents)  

PhD/equivalent: 

Masters/Postgraduate: 

Undergraduate/equivalent: 

A-levels or equivalent: 

GCSEs/equivalent: 

Other: 

None: 

6.45 

16.59 

21.43 

15.90 

18.89 

8.06 

8.53 

Mining/Energy/Water Supply: 

Manufacturing: 

Construction: 

Wholesale & Retail: 

Transportation & Storage: 

Accommodation & Food Services: 

Information & Communication: 

Financial & Insurance: 

Real Estate: 

Professional/Scientific/Technical: 

Administrative/Support: 

Public Administration & Defense: 

Education: 

Human Health & Social Work: 

Arts/Entertainment/Recreation: 

Military: 

Self-Employed: 

Other Industry: 

Unemployed: 

0.24 

1.91 

2.15 

3.58 

1.67 

1.91 

0.95 

5.97 

0.95 

12.17 

6.92 

6.44 

18.14 

14.56 

5.49 

1.19 

4.06 

3.10 

1.43 

No income: 

Under 10,000: 

10,001-20,000: 

20,001-30,000: 

30,001-40,000: 

40,001+: 

Unknown: 

Prefer not to say: 

3.64 

8.05 

14.29 

14.03 

9.87 

17.40 

27.27 

5.45 

Parent/Guardian 2 

Highest Level of Education 

(% of 420 respondents) 

Occupation 

(% of 401 respondents) 

Annual Income 

(% of 365 respondents) 

PhD/equivalent:  

Masters/Postgraduate: 

Undergraduate/equivalent:  

A-levels or equivalent: 

GCSEs/equivalent: 

Other: 

None: 

2.14 

11.90 

16.90 

15.48 

22.62 

11.19 

12.38 

Agriculture/Forestry/Fishing: 

Mining/Energy/Water Supply: 

Manufacturing: 

Construction: 

Wholesale & Retail: 

Transportation & Storage: 

Accommodation & Food Services: 

Information & Communication: 

Financial & Insurance: 

Real Estate: 

Professional/Scientific/Technical: 

Administrative/Support: 

Public Administration & Defense: 

Education: 

Human Health & Social Work: 

Arts/Entertainment/Recreation: 

Military: 

Self-Employed: 

Other Industry: 

Unemployed: 

1.00 

0.25 

2.49 

2.99 

4.24 

1.25 

2.99 

3.49 

4.49 

0.75 

9.23 

9.48 

4.99 

12.97 

13.47 

4.74 

1.00 

4.74 

2.99 

3.99 

No income: 

Under 10,000: 

10,001-20,000: 

20,001-30,000: 

30,001-40,000: 

40,001+: 

Unknown: 

Prefer not to say: 

8.22 

9.59 

15.89 

13.70 

9.59 

8.49 

29.86 

4.66 

 



Appendix 3: Full breakdown of roles, activities, contract types, incomes and benefits. 

NB: Percentages reflect the number of roles that relate to each category within the role, rather than the percentage of respondents reporting on 

those areas. The most common responses for each role (in terms of hours per week, contract type and income in the last 30 days) have been 

highlighted in grey for ease of interpretation. 

Role 
(# of roles reported) 

Hours/wk 
(% of roles) 

Contract 
(% of roles) 

Contract  
type 

(% of roles) 

Income: 
last 30 days 
(% of roles) 

Benefits 
(% of roles) 

Teaching/ 
Education (304) 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

21-25 hrs: 

26-30 hrs: 

31+ hrs:         

53.14 

23.43 

9.90 

7.92 

3.30 

0.66 

      1.65 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

Mix:       

56.32 

19.13 

9.39 

7.22 

7.94 

Written: 

Verbal: 

Other: 

 

54.55 

28.57 

16.88 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

£2000-2500: 

£2500-3000: 

Voluntary:                 

13.30 

27.04 

22.32 

11.59 

8.58 

5.58 

0.43 

0.43 

10.73 

Pension:                   

Sick pay:                  

Holiday pay:            

Parental leave:         

5.83 

5.48 

9.41 

3.50 

Performance (122) 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

21-25 hrs: 

26-30 hrs: 

31+ hrs:          

35.83 

24.17 

11.67 

6.67 

1.67 

6.67 

13.33 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

Mix:       

11.50 

47.79 

14.16 

15.93 

10.62 

Written: 

Verbal: 

Other: 

 

62.07 

25.29 

12.64 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

£1500-2000: 

£2000-2500: 

£2500-3000: 

£3000-3500: 

Voluntary: 

14.61 

21.35 

22.47 

7.87 

7.87 

8.99 

3.37 

1.12 

2.25 

1.12 

8.99 

Pension:                   

Sick pay:                  

Holiday pay:            

         

2.41 

2.56 

12.33 

 



 

84 

Choreography/ 
Making (112) 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

21-25 hrs: 

26-30 hrs: 

31+ hrs:                 

  51.79 

15.18 

13.39 

8.04 

4.46 

3.57 
3.57 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

Mix:       

19.80 

     46.53 

13.86 

12.87 

6.93 

Written: 

Verbal: 

Other: 

 

52.87 

22.99 

24.14 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

£1500-2000: 

£2000-2500: 

£2500-3000: 

£5000+: 

Voluntary: 

13.48 

17.98 

         19.10 

11.24 

5.62 

4.49 

4.49 

2.25 

1.12 

1.12 

         19.10 

Pension:                   

Sick pay:                  

Holiday pay:            

Parental leave:         

3.85 

2.60 

7.04 

1.75 

Administration (83) 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

21-25 hrs: 

55.42 

30.12 

8.43 

4.82 

1.20 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

Mix:       

43.24 

27.03 

14.86 

6.76 

8.11 

Written: 

Verbal: 

Other: 

 

35.00 

30.00 

          35.00 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

£1500-2000: 

£2000-2500: 

Voluntary: 

20.97 

19.35 

11.29 

1.61 

3.23 

1.61 

1.61 

1.61 

       38.71 

Holiday pay:            

Parental leave:         

1.75 

4.55 

Producing (58) 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

21-25 hrs: 

26-30 hrs: 

31+ hrs:         

36.21 

13.79 

18.97 

18.97 

5.17 

1.72 

  5.17 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

Mix:       

37.74 

35.85 

13.21 

3.77 

9.43 

Written: 

Verbal: 

Other: 

 

          37.21 

25.58 

          37.21 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

£2000-2500: 

£4500-5000: 

Voluntary: 

18.60 

18.60 

11.63 

4.65 

4.65 

9.30 

6.98 

2.33 

       23.26 

Pension:                   

Sick pay:                  

Holiday pay:            

Parental leave:         

2.63 

2.63 

5.88 

5.00 
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Facilitation/ 
Leading (58) 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

21-25 hrs: 

26-30 hrs: 

31+ hrs:         

69.64 

16.07 

5.36 

1.79 

1.79 

1.79 

   3.57 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

Mix:       

35.19 

33.33 

18.52 

9.27 

3.70 

Written: 

Verbal: 

Other: 

 

60.78 

29.41 

9.80 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

£1500-2000: 

Voluntary: 

20.00 

32.00 

22.00 

8.00 

6.00 

2.00 

2.00 

8.00 

Pension:                   

Sick pay:                  

Holiday pay:            

6.25 

2.13 

10.00 

Personal 
Administration (48) 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

31+ hrs:         

   64.58 

25.00 

4.17 

4.17 

   2.08 

Regular:   

Temp: 

Ad-hoc: 

Mix:       
 

     64.71 

11.76 

11.76 

11.76 

Verbal: 

Other: 

 

21.74 

          78.26 

Under £100: 

Voluntary: 

 

3.13 

       96.88 
   

Management (47) 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

21-25 hrs: 

26-30 hrs:        

   32.61 

   32.61 

  10.87 

  15.22 

    6.52 

   2.17 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

Mix:       

34.09 

34.09 

20.45 

6.82 

4.55 

 

Written: 

Verbal: 

Other: 

 

48.57 

22.86 

28.57 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

£1500-2000: 

£2000-2500: 

Voluntary: 

17.14 

22.86 

17.14 

5.71 

5.71 

2.86 

8.57 

2.86 

17.14 

Pension:                   

Sick pay:                  

Holiday pay:                

6.06 

3.03 

10.00 
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Artistic  
Director (30) 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

21-25 hrs: 

31+ hrs:         

24.14 

17.24 

20.69 

10.34 

10.34 

17.24 

Regular:   

Temp: 

Ad-hoc: 

Mix:       

67.86 

10.71 

3.57 

17.86 

Written: 

Verbal: 

Other: 

 

33.33 

33.33 

33.33 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

£2000-2500: 

Voluntary: 

14.29 

14.29 

14.29 

14.29 

14.29 

9.52 

4.76 

          14.29 

Pension:                   

Sick pay:                  

Holiday pay:            

Parental leave:         

4.76 

95.24 

14.29 

6.25 

Consultancy (21) 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

 57.14 

28.57 

14.29 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

19.05 

38.10 

33.33 

9.52 

Written: 

Verbal: 

 

 

73.68 

26.32 

 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

Voluntary: 

10.53 

26.32 

26.32 

10.53 

15.79 

10.53 

Pension:                    5.56 

Directing (20) 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

26-30 hrs: 

31+ hrs:         

   30.00 

  20.00 

  10.00 

  10.00 

    5.00 

  25.00 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

11.11 

61.11 

11.11 

16.67 

Written: 

Verbal: 

 

 

72.22 

27.78 

 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

£1500-2000: 

£2000-2500: 

£3500-4000: 

11.11 

22.22 

5.56 

11.11 

11.11 

16.67 

11.11 

5.56 

5.56 

Pension:                   

Sick pay:                  

Holiday pay:                  

18.75 

2.13 

10.00 
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Healthcare (19) 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

26-30 hrs:        

   52.63 

  21.05 

  15.79 

    5.26 

    5.26 

Regular:   

Temp: 

Ad-hoc: 

 

66.67 

13.33 

20.00 

Written: 

Verbal: 

Other: 

 

64.29 

21.43 

14.29 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

Voluntary: 

21.43 

7.14 

21.43 

7.14 

14.29 

14.29 

14.29 

 None reported  

Mentorship (15) 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

64.29 

21.43 

14.29 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

Mix:       

26.67 

26.67 

20.00 

13.33 

13.33 

Written: 

Verbal: 

Other: 

 

54.55 

27.27 

18.18 

Under £100: 

£100-250: 

£500-750: 

Voluntary: 

27.27 

36.36 

9.09 

27.27 

 None reported  

Miscellaneous 
role (46) 

1-5 hrs:     

6-10 hrs: 

11-15 hrs: 

16-20 hrs: 

21-25 hrs: 

31+ hrs:         

   50.00 

  26.09 

  10.87 

    4.35 

  4.35 

4.35 

Regular:   

Temp: 

Ad-hoc: 

One-off: 

Mix:       

19.57 

23.91 

32.61 

17.39 

6.52 

Written: 

Verbal: 

Other: 

 

57.89 

31.58 

10.53 

Under £100: 

£100-250: 

£250-500: 

£500-750: 

£750-1000: 

£1000-1500: 

Voluntary: 

20.51 

23.08 

12.82 

7.69 

5.13 

2.56 

       28.21 

Sick pay:                  

Holiday pay:            

Parental leave:         

2.94 

3.23 

4.76 
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Appendix 4: Professional memberships (297 responses) 

Organisation 
Membership 

(% of respondents) 

Equity 36.36 

People Dancing: The Foundation for Community Dance 28.28 

One Dance UK 25.59 

International Dance Teachers’ Association (IDTA) 4.38 

Royal Academy of Dance (RAD) 4.38 

Dance HE 3.37 

Imperial Society of Teachers of Dancing (ISTD) 3.03 

Association of Dance Movement Psychotherapists (ADMP) 2.36 

National Association of Teachers of Dancing (NATD) 2.36 

Independent Theatre Council 2.02 

English Folk Dance & Song Society 1.68 

British Ballet Organisation 1.35 

Exercise, Movement & Dance Partnership (EMDP) 1.35 

Independent Dance Management Network (IDMN) 1.35 

International Association for Dance Medicine & Science (IADMS) 1.35 

Dance Resource Base 0.67 

Laban Guild 0.67 

UK Theatre 0.67 

No current professional membership 15.49 
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Appendix 5: Use of support (275 responses) 

Type of support Never Weekly Fortnightly Monthly 
A few times 

a year 
Annually Other N/A 

Networking events 17.30% 4.86% 3.24% 7.03% 46.49% 11.89% 5.95% 3.24% 

Formal peer networks 36.91% 6.71% 2.01% 6.04% 25.50% 6.71% 6.04% 10.07% 

Life and/or career coaching 47.92% 1.39% 0.00% 4.86% 13.89% 8.33% 11.11% 12.50% 

Business/admin skills support 52.86% 1.43% 0.71% 2.86% 9.29% 9.29% 7.86% 15.71% 

Mentoring schemes 45.52% 0.75% 0.00% 3.73% 8.21% 8.21% 17.91% 15.67% 

Shadowing opportunities 58.14% 3.88% 0.00% 0.78% 6.98% 3.88% 6.98% 19.38% 

Regular skill maintenance 10.63% 33.75% 6.25% 6.88% 28.13% 1.25% 7.50% 5.63% 

One-off skill development 14.01% 2.55% 0.64% 8.28% 43.95% 14.65% 10.83% 5.10% 

Funding app. support 38.36% 3.42% 0.00% 2.05% 15.07% 10.27% 16.44% 14.38% 

Free/subsidised workspace 44.29% 12.14% 4.29% 4.29% 17.14% 4.29% 1.43% 12.14% 
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Appendix 6: Interview questions to explore economic contributions  

Interview Themes/Questions Objectives 

 Employment Types: Self-Employed or Registered 

Companies 

 Standard Industrial Classification used in Tax Return or 

Companies Registration 

To understand the appropriate measures of assessing 

contributions of freelancers in the dance sector 

Have you employed or subcontracted anyone? To identify their roles in job creations 

What types of work do you engage in when you freelance? To recognise the range of economic activities engaged by 

freelancers in the dance sector 

How do you cost your expenditures and calculate the pricing 

for the services that you provide?  

Are you comfortable charging higher or lower rates for the 

services? Why?  

How do you think people treat you or are willing to pay for 

more for the services that you provide? 

To be aware of the forms of challenges faced by freelancers in 

negotiating for pay 

To identify whether freelancers are under-remunerated or over-

remunerated 

To understand whether there were differences in perceived 

rewards and costs associated with the service provided by 

freelancers in the dance sector 

What are your perceptions of how you are contributing to the 

economy or sector or community? 

To comprehend the extent to which the interviewees are aware 

of their contributions to the society and economy 

Do you have to spend on training and professional 

developments? 

To estimate the goods and services that freelancers required for 

carrying out their own activities or indirect impacts 

 


