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ing sources. (It is possiblé that dance organizations may be hoping to discover
funds to support different costs, may want to increase their funding base, or
perhaps some are not eligible for known funding sources.) On the survey, re-
spondents were asked to rate their need for “information about funding sources,”
with 1 indicating “no need” and 5 indicating ‘“‘great need.” The average re-
sponse was 4.4, with very little variation among regions. When respondents
enumerate the three most critical needs they faced, assistance with grant-writ-
ing, information about funding sources, and funding itself shared the top spot
with space needs. '

A related need seems to be information about funding-application strategies.
As one respondent said, “Showcase acceptance and funding are often mysteri-
ous processes relevant to things other than actual dance-making.” This need
for information is explored further under the section “Services.”

* Shifting Priorities. When grantors change the emphasis or focus of their
funding programs, potential applicants must either change their own focus to
maintain eligibility or seek alternative funding sources. Smaller organizations
are more shaken by changes in priorities, as they are more likely to lack the
staff and resources to adapt to new requirements. The perception of one inter-
viewee was: “When funders change their priorities, it jolts the field.”

* Consistency. Many respondents decried the unpredictability of funding. As
soon as funding for one year is announced, the cycle of grant applications
begins anew—a preoccupation that taxes the administrative and artistic ener-
gies of small- to mid-size organizations, especially. Longer grant cycles would
encourage long-range planning and organizational stability. One artistic direc-
tor said, “What my company needs most is multi-year funding, so that we can
grow and develop with stability.”

* Operating Support vs. Projects. Although project-related grants do pro-
vide for some overhead expenses, most small- and mid-size companies espe-
cially need funds for operations: office and equipment expenses, salaries for
artists and administrators, production costs, space rental, fund-raising and public
relations expenses. (See additional information about burdens on small- and
mid-size companies, in the “Infrastructure” section.) Companies of all kinds
and sizes stated the problem of “burn-out,” when artistic leadership shoulders
administrative duties and responsibilities of keeping a performance group to-
gether. As one ethnic artist lamented, “We wear so many hats, so we are at a
disadvantage. ... More money would allow for organizational infrastructure.”
For the funding of projects, one longtime administrator suggested that some §




grants be offered to artists with a track record for doing good work, with a less
extensive formal project proposal: “Itswould be interesting to give money to
deserving people without the proposal scenario.”

* Funding Tiers. Mid-size dance groups have trouble moving into larger fund-
ing arenas, and smaller-size dance groups find that the entry-level grants fail
to cover costs of self-producing. Sometimes, ethnic ensembles or other small
groups that rely on unpaid community-based dancers and staff do not qualify
for funding programs. Although different levels of grant support are available
based on organizational size, some mid-size dance groups have not succeeded
in moving into funding programs earmarked for mid-level and larger arts or-
ganizations. At a certain point, their budgets and experience disqualify them
from entry-level funding programs, but the organizations often lack a devel-
opment officer equipped to assist them in making successful applications to
the next level of funding. Also, some of the smaller grants are viewed as inad-
equate. One respondent summarized the situation:

We have operated at a break-even, subsistence level for almost 10 years.
It’s been difficult to break through to a “next level” with any kind of gradu-
ated support. There is a large chasm between the primarily self-produced
and the well-funded. Not much of a middle ground. There are no supports
in place to help small or young companies grow, gain recognition.

Observations. For some groups, difficulties in finding funding at the mid-
size level seem inextricably linked to the lack of stabie organizational infra-
structures. The instability can become self-perpetuating. When dancers need
to take day-jobs to support their dance activities, then touring opportunities
(or other forms of increased income) must sometimes be foregone. When a
choreographer becomes responsible for both aesthetic and development ini-
tiatives, the aesthetic maturation may be stunted because of the energy and
time needed to assume administrative tasks. When a company needs to make
project-driven applications, sometimes the company becomes project-rich,
but infrastructure-poor. When a company must put energy into multiple appli-
cations every year, with no guarantee of outcome, long-range planning and
stability become elusive.

For other companies, difficulties in funding seem to derive from missing rungs
of the career ladder. A company may have outgrown the specifications for
emerging or start-up groups, but may not yet have reached the levels of budget
or recognition to compete for monies at the next level.
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Scarcity of funds tends to breed counter-productive competition among the
eligible dance companies. One director of a small modern company suggested
that an initial screening in a funding competition could ensure that dance com-
panies met certain criteria, at which point the recipients could be selected
through a random draw.

Suggestions. Given concerns over shifting priofitiés, predictability, and eligi-
bility, it might be wise to consider implementing significant funding changes
that address these difficulties over a period of time, with due notice to the
potential grantees.

MEDIA

Overview. Testimony in the interviews as well as comments appended to the
survey substantially documents the dance community’s discouragement over
the state of written criticism and reporting on dance in the Bay Area. A prior-
ity among respondents is finding ways to extend media coverage of dance (in-
cluding ethnic forms) in preview or other timely manners that attract and in-
form potential audiences for dance. Non-print media were not included in this
study, but warrant an exploration of their potential for addressing this need.

The survey tested the extent of verbalized concern with a question asking re-
spondents to evaluate the quality of Bay Area dance reviewing/criticism on a
scale from “excellent” to “terrible,” with “adequate” as the mid-point. Out of
126 responses, 55 selected “poor” and 17 selected “terrible” (or 57%), while
23 selected “good” and only 1 selected “excellent” (or 19%).

‘Value. As the field of dance attempts to raise its visibility, both locally and
nationally, the print media are viewed as important. Calendars, preview no-
tices, and feature stories make potential audience members more aware of
upcoming events and enhance their importance and appeal. Timely reviews in
daily papers may influence readers to buy tickets during performance runs,
though the shortness of most dance engagements (as compared to theater runs)
makes reviews in any publication less likely to impact ticket sales. The popu-
lar perception among artistic directors, however, is that a lack of media cover-
age does impact earned income, as typified by this statement of an ethnic
dance artist: “Not being supported by the media here in the Bay Area has cost
my company tremendous revenue in box office during our home seasons.”

At later dates, reviews function as a source that companies can use for docu-
mentation, funding applications, and subsequent promotional materials. As




one choreographer of a pickup company hypothesized, “Press equals increased
funding.” ‘

Places for Improvement. Three issues recurred when asked to evaluate the
quality of dance reporting and criticism in the Bay Area:

* Timeliness. Reviews rarely, even in daily papers, appear early enough to
encourage potential audience members. “[Journalists in other-cities] did big
previews and wrote these glorious reviews and helped audiences develop. People
were knowledgeable and knew what to look for, and the shows were-sold out.”

* Absence of coverage. Print space is unavailable for certain kinds of events
or performance venues, in certain publications. This may derive from editorial
policy, aesthetic preference, or simply shortage of space for arts coverage.

* Content. Dance coverage was widely deemed too brief, not fully informed,
and directed primarily toward the largest, best-known companies, whether lo-
cal or visiting. Daily papers especially were identified as being less open to
non-ballet forms, especially the emerging modern and ethnic dance concerts.
Certain reviewers were identified as commenting negatively on ethnic body
types, from which interviewees inferred bias against certain dance genres.
Certain performance sites were seen to receive less coverage. On the other
hand, some interviewees saw newcomer critics as being only interested in cut-
ting-edge performance and undervaluing traditional ballet and modern forms.
Some interviewees inferred possible bias of particular reviewers toward cer-
tain venues and genres, and some suggested that many dance writers needed a
stronger background in dance. Others referenced the presence and value of the
publication /n-Dance, produced by Dancers’ Group, which includes a calen-
dar of dance events and some articles. But this publication suffers from not
being housed at a single central organization for the dance community, be-
cause the history and context of the larger community is not integrated into the
writing. As one senior artist observed, “In-Dance is great, but when young,
very articulate dance critics write about works, they talk about dances being
the ‘newest, greatest thing,” while for established artists, ‘this is the third-round
of this I’ve seen.””

Currently, no hard evidence establishes a direct correlation between reviews
and funding success, or between reviews and ticket sales. However, it seems
likely that more positively focused writing on dance would serve to enhance
the popular perception of dance forms and increase visibility for the art form,
which are recurring concerns among the respondents.
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Suggestions. Several respo'ndents suggested ways to increase the quality and
frequency of dance coverage in print media. A number of those interviewed,
particularly artists, desired a forum for more critical discourse within the field,
perhaps modeled on publications like Movement Research Journal or Contact
Quarterly. An interviewee used the Village Voice to typify the kind of depth
and contextual coverage that was needed in the Bay Area: “When you read the
Voice they discuss the community, space they’re performing in, the social and
financial reality.”

A choreographer pointed out that the dance field itself could take a greater
hand in getting coverage for dance, perhaps by contributing feature stories
about the choreographic process or a biography to arts publications: “We need
to be doing a lot more dance writing ourselves, not criticism but really writing
about our work. In-Dance is an outlet for this, and I would like to see this
aspect become more important.”

Arts Monthly has been a huge success in building audiences, according to a
number of artists. This publication, started by Grants for the Arts as a tool for
concierges, lists arts events for each month. When editors arranged to insert
the publication in The New York Times on the first Sunday of each month,
artists started advertising in it. The perception was that the artists were “in The
New York Times.” The cost of producing it is relatively low, at $30,000 per
year, and it raised the visibility and credibility of dance.

With little advance press available, World Arts West has identified a marketing
regimen that ensures visibility. It retains a press representative for its Ethnic
Dance Festival, advertises in the San Francisco Chronicle, and uses direct
mail. Although these marketing costs exceed $100,000, the organization con-
siders it the cost of filling seats.

To educate current and future writers on dance, one presenter suggested fund-
ing a fellowship program at a local university to support young writers inter-
ested in the arts who want a career in journalism.

Alternate Media Coverage. And, while non-print and new media (such as
broadcast media and internet-based communications) were beyond the scope
of this study, these options may hold potential for timely, inclusive, and in-
formed coverage of dance in the Bay Area. Currently, a number of websites |
are devoted to promoting dance-going in the region (such as {
www.ticketweb.com/user/sfbay/venues/misc, gocalifornia.about.com/cs/ }
sfartsdance, www.baydance.com), and Voice of Dance has offered support for




National Dance Week as well as posted in-depth interviews and feature pieces.
Electronic media inherently address problems of access, coverage, and timeli-
ness, and have the additional cachet of “newness.”

GENRE-RELATED CONCERNS

Overview. The interviews as well as the survey comments documented some
specific genre-related concerns that should perhaps be examined outside the
framework of topic-related sections. One strong perception voiced in inter-
views and corroborated by the survey was the undervaluing of the ethnic dance
community in the Bay Area. Other concerns were verbalized in both studies:
although these individually do not amount to statistical significance, they docu-
ment the range of challenges that face the Bay Area’s diverse dance commu-

nity.

Recognition of the Ethnic Dance Community. Reflective of the cultural di-
versity of the Bay Area, the ethnic dance population is enormous. As one funder
said,

T always say “dance communities” now because when you’re talking about
huge populations of, say, the Indian community, world dance that’s on the
peninsula and in San Jose that [are so big that they] may even outshadow
the modern dance community that’s here. The ethnic community has a bond
all of its own, and operates quite differently than the contemporary dance
field.

Survey respondents were asked to indicate their agreement or disagreement
with this statement: The ethnic dance community deserves more recognition.
With 1 indicating “disagree strongly” and 5 indicating “‘strong agreement,” 59
respondents circled 5, and another 22 chose 4. In this case, 81 of the 118
respondents (or almost 69%) registered moderate to strong agreement with
the statement. Few respondents disagreed; 5 disagreed strongly and 10 some-
what (or about 13%). On average, this statement earned a 4.0 on a 5-point
scale, one of four viewpoints tested in this study that earned this level of agree-
ment.

The issue of the “recognition” of ethnic dance in the Bay Area also reveals
itself in the needs expressed by ethnic artists. A service provider or central
point of information specifically for the ethnic dance community, informed
media coverage of ethnic dance performances, funding eligibility for ethnic
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dance companies, ways to characterize ethnic forms—all of these emerge from
the general perception that the diverse and prolific ethnic dance community is
not receiving its due. One artistic director observed, “In my experience, ethnic
dance is still not being served as well as it should be. Stereotypes exist of
ethnic dance as folk dance only. Contemporary work in ethnic forms is quite
misunderstood.” A director of a Chinese community-based dance group com-
mented that even ethnic groups in existence for'more than 10 years fail to earn
recognition if they are viewed as community-based or volunteer-run.

Categories of Culturally Specific Dance. Though the term “ethnic dance” is
the one used for the highly visible Ethnic Dance Festival, of World Arts West,
some expressed concern that the label was no longer viable. An affiliate of an
Indian dance company noted, “It is really important that the arts community
expand its perception of and approach to ‘ethnic’ dance. Art forms should no
longer be categorized (either overtly or subtly) as Western or non-Western.
One must look deeper into the aesthetic, technique, dynamics and history of
individual art forms!” One artist affiliated with a number of dance organiza-
tions suggested that the field “should be referring to traditional/classical or
contemporary dance” when speaking of ethnic dance categories, and was con-
cerned that hybrid work (dance combined with theater, circus, or other perfor-
mance forms) did not have a place on the survey.

Ethnic Dance Festival. Some expressed concern whether the Ethnic Dance
Festival was as open a venue as it had been regarded in the past. One artistic
director said that the festival “has chosen the same Mexican group for the last
five years, limiting the opportunity for other groups to occupy the two (some-
times one) vacant spots.” One director of an ethnic community-based dance
group wrote that World Arts West, which produces the festival, was presenting
more professionally trained ethnic dance groups rather than its past practice
of more community-based dance companies.

Funding. Some contributors to the studies articulated concerns over the per-
ceived low level of corporate, foundation, or government funding for ethnic
dance companies; a few specifically mentioned the problem for mid-size eth-
nic groups. As reported in the section on “Distinguishing Characteristics by |
Genre,” more ethnic companies report their reliance on volunteer staff and §
dancers. Despite a perception that ethnic companies are invigorated by the |
spirit of a grassroots volunteerism, the concern voiced by survey respondents §
about funding sources for ethnic dance suggests that the unpaid conditions |
may not be tolerable to all. 1




A Home of Its Own. As noted in the section on “Services,” the ethnic commu-
nities voiced a desire for a service orgarfization or central office devoted to the
concerns of culturally specific dance groups. “I believe that the ethnic dance
community should form its own local organization,” wrote one artistic direc-
tor. Danzantes Unidos was noted as attempting to provide a nexus for the eth-
nic community, and the Asociacién Nacional de Grupos Folkléricos (ANGF)
was mentioned as providing a national hub.

TrEACHING AND ARTS EDUCATION

Overview. The survey revealed that a significant number of dance practitio-
ners in the Bay Area teach dance, whether through K—12 or higher education
institutions or in studio or community settings. Eighty-three of the 129 re-
spondents (almost 65%) identified themselves as a “dance teacher,” though
respondents could choose as many labels as applied. Many dance practitio-
ners identified teaching as one of the ways in which they supported themselves
in their choreographic and performance activities.

The Relationship between Teaching and Creating. An executive director of
a ballet company questioned why the survey had not examined teaching dance:
“Relationship between creating and teaching classes in studios wasn’t cov-
ered.” Although teaching was not selected for specific analysis, comments
appended to the survey confirmed the two-sided relationship between the pur-
suits.

Although teaching may sustain and support dance activity, sometimes the need
for the income from teaching jeopardizes dance-making. One director of a
studio wrote, “My biggest problem right now is that I do so much teaching (to
pay the bills) that I don’t have enough time to be creative, and I want to per-
form more, and explore and grow creatively. I wonder if other artists are in the
same situation, and I wonder what we can do about that.”

Higher Education. The San Francisco Bay Area has a long and varied tradi-
tion of colleges that train dance technicians and dance-makers in a broad range
of pedagogical and theoretical areas. Not only did 48 respondents to the sur-
vey indicate they had degrees in dance, most received their training from Cali-
fornia colleges and universities. Higher education offers students a space to
learn craft and create work. Faculty members have opportunities for setting
work on students.
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Some artists have taken university positions, which may prove to help stabi-
lize their companies through access to spaces and earned income. A majority
of respondents to the survey reported they interacted often (17.6%) or occa-
sionally (50.4%) with universities and colleges in the Bay Area. Of these,
about 11% said they were employed on an ongoing basis by a university or
college, and about 39% offered occasional master classes, lecture-demon-
strations, or other short-term gigs there. One artist in North Bay teaching at a
college believes there is “more support for the performing arts” on campuses,
which makes it “much easier to create” work. The relationship of Bay Area
universities to their resident and guest dance artists (a trend witnessed in higher
education institutions across the United States) deserves additional study.

In the interviews, some questioned the impact of universities on the local
dance scene. While some dance departments intend to prepare their dance
majors for performance careers, “there is no full-time paying work in the Bay
Area. ... I would love for someone to do a study on how many people gradu-
ating [from] dance programs leave the form within five years,” commented
one established artist. This perception may be born out by data gathered in
the survey. In evaluating the statement “universities and colleges are active in
the Bay Area dance community,” more than half of the respondents disagreed
strongly or moderately, and many held no opinion or registered a mid-point
evaluation. A degree in dance from an institution of higher education does
not seem to be essential to a dance career in the Bay Area. Of all the respon-
dents, just over a third (37.8%) held a bachelor’s degree or higher specifically
in the dance field.

Community Teaching. One teacher at a community studio outlined the chal-
lenge of providing sound and essential dance teaching in the wider commu-
nity:

Performing is not the only aspect of dance that needs attention: dance
education, especially at the adult level and the high school and below level
has little attention, except for the outreach at SF Ballet and now Vision
Series. ... With no institutional backing, I cannot do much, though I teach
at home and at the studio.

K-12. Formal elementary and secondary school instruction in dance was out-
side the purview of this study. Nonetheless, a number of respondents com-
mented on their relationship with K—12 programs. One dancer identified her
company as an outgrowth of a K-8 school program. Another indicated em-
ployment in arts education as a K-5 teacher in Berkeley. One ethnic dance




director said the K-12 school performances, in which his company was in-
volved, should be reported and analyz&d. Two others expressed concern that
the K-12 arts field was omitted in the survey. One college dance teacher ob-
served that the California Dance Educator’s Association overlooked the chance
to connect with professional teachers in the community and colleges.
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Jo Kreiter, Flyaway Productions, San
Francisco

Universities

Luana, City College, Department of
Physical Education, San Francisco
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Robert Moses, Robert Moses’ Kin, San
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Flamencos, Oakland

Lizz Roman, San Francisco

Sara Shelton Mann, San Francisco

Judith Smith and Nicole Richter, Axis
Dance Company, Oakland

Deborah Vaughn, Dimensions Dance
Theater, Oakland

June Watanabe, June Watanabe in
Company, San Rafael

Brenda Way, ODC/SF, San Francisco

Jessica Lutes and Paul Benney, OnSite
Dance Company, San Francisco

Sue Roginski, San Francisco

Shelly Trott and Austin Forbord, San
Francisco

Scott Wells, San Francisco

Lea Wolf, San Francisco

Marni Wood, UC Berkeley Department
of Dramatic Art, Berkeley
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Dance Company Administrators

Andrew Bales, Ballet San Jose Silicon
Valley, San Jose

Cecelia Beam, Dancers’ Group, San
Francisco

Tanya Calamonari, Dancers’ Group, San
Francisco

David Dower, Z Space, San Francisco

Mary Jane Eisenberg, Joe Goode Perfor-
mance Group

Presenters

Joan Lazarus, Catalyst Group, Mill Valley

Robert Cole, Cal Performances, Berkeley

Kim Cook, Theater Artaud, San Francisco

Wayne Hazzard, Cowell Theater, San
Francisco

John Killacky, Yerba Buena Center for the
Arts, San Francisco

Funders
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Christine Elbel, Fleishhacker Foundation,
San Francisco
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Foundation, San Francisco

Linda Howe, Zellerbach Family Fund, San
Francisco

Brechin Flournoy, San Francisco

Pam Hagen, Alonzo King’s LINES Ballet,
San Francisco

Arthur Jacobus, San Francisco Ballet, San
Francisco

John Kreidler, Cultural Initiative of Silicon
Valley, San Jose (formerly of San
Francisco Foundation)

Nancy Martino, San Francisco Perfor-
mances, San Francisco

Sara Shelley, World Arts West, San
Francisco

Andrew Wood, ODC Theater, San
Francisco

Prudy Kohler, The James Irvine Founda-
tion, San Francisco

Francis Phillips, Walter & Elise Haas
Foundation, San Francisco

Nancy Ragey, Community Foundation of
Silicon Valley, San Jose

Kary Shulman, Grants for the Arts, San
Francisco
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An alternative way to develgp services for artists would be to have “services” evolve
out of the concrete needs that emerge from producing. “You don’t just produce. It is
not that much about what is on stage. All the services that DTW provides derive from
the quality of the producing, so the questions and needs come up from producing.
Then we make [those services and that information that answers the questions] avail-
able to anybody. Producing is only one part of an overall services system of inform-
ing them [the dancers and choreographers] about the rudimentary things and gets a
handle on fairly mundane but complex mechanisms of how to produce. How do you
survive conditions of what you do creatively? Producing [is] ‘the inner circle of ser-
vices.” DTW supports a steady state of activity with its performances and centralized
artist services. Over 700 artist members receive information about producing, help
with marketing, and general support for dancers/artists (such as a health insurance
plan and the Poor Dancers’ Almanac). In terms of producing, DTW has initiated
programs which help sustain the life of a performance and develop an audience base.”

Because of the concentration of audiences and performers, presenters in New York
must collaborate, produce things together, attempt to avoid conflicts, and share infor-
-mation. “In New York City, we talk about a lot of things,” described one interviewee.
“It’s about what resources we embody and how to spread them as widely as possible.”

Interviewees for this phase of the National Study included:

Sarah Jane Bitter, choreographer/dancer, New York City; Dianne Brace, Association of
Performing Arts Presenters (formerly of the Carlisle Project); Bonnie Brooks, Columbia
College Chicago; Martin Cohen, The Washington Ballet (formerly of Dance/USA); Janice
Deputy, consultant; Sarah Jarkow, New York Foundation for the Arts; Marda Kirn, formerly
of Colorado Dance Festival; Kim Konikow, Artservices & Company; Sali Ann Kriegsman,
Dance Heritage Coalition (formerly of NEA); Julie Malnig, Dance Research Journal
(CORD); Julia Meurling, dancer and critic, New York City; Mark Murphy, On the Boards,
Seattle; George Nunes, choreographer and consultant; Andrea E. Snyder, Dance/USA
(formerly of National Initiative to Preserve America’s Dance); Douglas Sonntag, National
Endowment for the Arts; Ivan Sygoda, Pentacle; Laurie Uprichard, Danspace; David
White, Dance Theater Workshop

Those who contributed information for this phase include:

Tom Bradshaw, National Endowment for the Arts; Randy Cohen, Americans for the Arts;
Ann Focke, Grantmakers in the Arts; Pat Graney, Pat Graney Dance Company; Mindy
Levine, researcher and consultant, Brooklyn; Aurrelie Mollet-Vieville, Dance Theater
‘Workshop; John Munger, Dance/USA

Organizations:
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Americans for the Arts; Association of Performing Arts Presenters; Congress on Research in
Dance; Dance/USA; King County Arts Council; Society of Dance History Scholars; New
England Foundation for the Arts; New York Foundation for the Arts
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DANCE

Dance/USA is the national service organization for professional dance,
a network of about 500 national and international dance companies,
choreographers, dancers, presenters, service providers, educational in-
stitutions, management agencies, dance suppliers, and enthusiasts. Visit
www.danceusa.org to find out more about the programs, services, and
publications offered by the organization.




