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Foreword and thanks by Patricia Mc Donald
I was so pleased when our school received Beacon Status. It felt like the team’s work
over many years had been recognised. I soon realised that Beacon Status was in many
ways a beginning, rather than a medal for work done!
We all think that we are doing our best to prepare students for professional careers, but
that begs the question of how you and your team and students know that you’ve got it
right, and how you can ensure that you continue to offer high quality training. I was,
therefore, delighted when the Quality Improvement Agency offered us the opportunity to
do a project that would help us to stop and think about what makes for high quality
training in the performing arts, and particularly dance. Our project focused on what
makes for high quality in: auditions, teaching and learning and preparation for work after
graduation. This report records our findings and the conclusions from the project.
Those who run relatively small schools providing intensive teaching and learning will
know how difficult it is to stop focusing on training and management and to spend the
time thinking and discussing quality instead. Our staff and students talk to each other on a
daily basis about their work and progress. However, they seldom have time to share ideas
with each other about what is most effective. They rarely hear from other schools and
students about what works best for them.
The Beacon Innovation Funding was a golden opportunity to get the additional help and
support that we needed to engage with our own staff and students and to exchange ideas
with other schools and the experts. We valued the opportunity to stop and think about
quality issues. It was great that other schools agreed to join us in the exercise. I am also
grateful to those individuals with expertise in training for dance, musical theatre and
drama that were willing to share their ideas with us. We have given a high priority to the
views of the students throughout. This remarkable group of talented young people are our
“enlightened consumers.” We may not agree on everything, but there is so much that we
can learn from each other.
I would like to offer my sincere thanks to all staff, students and individuals who gave
their time to work with us. I would also like to thank our consultants: Martin Camillin
and Tim Clark for their enthusiasm and objectivity in working with us. I am delighted to
share our report with you and hope that you will find it helpful in your continuing pursuit
of excellent training.
Patricia Mc Donald
Principal
Northern Ballet School
The Dancehouse
10 Oxford Road
Manchester M1 5QA
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Summary
1) We met a range of high performing schools. Our primary focus was on dance and
musical theatre but the drama school we visited provides an interesting comparison as
well as some common themes. Standards in all of the schools that we visited are
already high; some are excellent in relation to their positioning in the market.
However, there are avenues that all could explore and consider as an antidote to the
risk of complacency.
2) We selected learning institutions that were willing to lower their guards and risk
exposing their management, staff and students to an innovative and developmental
approach. We were also extremely fortunate in the contributions from our experts.
3) All of our student and staff sources provided an invaluable route to understanding
how schools operate. They really made a huge contribution to the exercise.
4) This report focuses chiefly on quality, in terms of audition, learning and progression.
We hope that each school will want to consider for itself ways in which the points
made in this report may be useful.
5) Improved performance opportunities, and feedback to students from teaching staff are
by far the most common areas that students and experts supported for development.
Greater use of community placements and improved access and involvement for
students with former students are examples of good practice that might be readily
transferable. .
Key points: auditions for places at the schools
6) It is essential that schools are clear and honest about their learning outcomes,
destinations and teaching style before, during and after audition. This is in many
ways a “pledge” to students that if they work hard and follow the course, they
should have a good chance of meeting the promised outcomes and progression to
employment.
7) Students need to know what will happen at their audition. They should be advised
to prepare well and to get help with their performance, presentation and approach
if they are to get the best from the audition.
8) The audition must allow students to do their best, and staff and others to observe a
variety of different performance and learning situations. Dialogue is important
whether during or after the audition.
9) Staff choose students, but students also choose schools. Able students are snapped
up; others need sensitive handling and positive feed back or redirection to make the
best of their talents and potential.
10) Appearance and shape are difficult issues that need to be dealt with sensitively and
honestly. If these are going to constrain progression, then it is better that the
applicant understands how and why and is given positive help and support.
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11) Feedback can be tough and there is a fine line between positive and negative
feedback. The industry can be brutal, and one students’ view is that “you just have
to get used to it. Students need to have something special to shine.”
12) A very thorough selection process pays off – the drop-out rate from these schools is
very low, despite long days and considerable pressures on courses. Staff and
students emphasised the significance of the whole application/audition procedure.
Key points: learning
13) The general quality and effectiveness of learning in the schools appeared to be very
good and the level of satisfaction of staff and students is high. Many schools start
from a high base-line in looking to improve quality.
14) Learning to dance, sing and act is a tough business. It requires a tremendous
commitment to challenging physical and mental development. Students must be
gifted, passionate and driven to get through the training.
15) Students identified their needs and the importance of:
a) performance opportunities, with external audiences and experience of proper
stages with lighting and sound, and also in projects with schools and
community groups;
b) more feedback ) and corrections, during their classes; and
c) contact and collaboration with former students to share experience and
learning and to raise expectations and confidence.
16) Students, staff and experts placed great store in the staff and teaching mix. This
referred to accessing and involving performers, choreographers, former students,
assessors and casting agents, all of whom add to the richness, relevance, and pace
of learning and performance.
17) A range of factors were identified as being essential to support high quality
learning, including:
a) management;
b) the quality and experience of staff;
c) gifted students;
d) technique; and
e) having a clear mission.
Key points: progression
18) A number of our experts cited ability and flexibility to transfer skills as crucial to
getting employment; being able to learn and adapt new routines at audition is vital
for success.
19) Physical and psychological preparation and appearance are important for
professional employment auditions. Mock auditions and practice pay off.
20) Schools accept their important responsibility to help their students prepare for and
succeed at audition
21) Access to agents and casting directors is vital to progression.
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22) For most students, finishing courses is more important than early professional
employment and exposure.
23) Qualifications are valued by parents and are important for the “after life” of
students, when working as a dancer ends and new careers are pursued.
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The Project
24) We set out to improve the quality of teaching and learning, and leadership and
management in the Northern Ballet School and to engage other schools from across
the sector in the learning experience. This will help to develop sustainable processes
for quality improvement within the school and more widely in the sector.
25) Our objectives include to:
a) identify perceptions and measures of quality in training for dance and musical
theatre in different schools
b) disseminate the results of the exercise to others who we believe will find them
helpful.
26) We will use a range of tools to take our project forward including:
i) Internal review, by way of discussions about quality issues with the principal
and a sample of staff and students.
ii) Arranging similar discussions at 5 other schools, involving principals/course
leaders, staff and students.
iii) Conducting interviews with 9 individual experts including: inspectors, the
Council for Dance Education and Training, sector and awarding bodies and
our sponsors at LSC and DfES.
iv) Running a validation workshop for all schools and individuals contacted to
consider our findings and validate the project report.
v) Use of desk research. We will consider the received wisdom on quality in
publications including: Ofsted Reports, the LSC Framework for Excellence,
sector skills strategy and wider quality initiatives and practice.
vi) Dissemination of the project report to schools and bodies that we thought
would also find the results helpful in raising the quality of their training.
27) This project was conceived and managed by the Northern Ballet School. Following
the award of Beacon Status in 2006, the Principal, Patricia McDonald, and her codirector Philip Radcliffe decided that the school would bid for funding from the
Quality Improvement Agency from its Beacon Innovation Fund. The fund is there to
support projects that are consistent with the developments outlined in QIA's
Improvement Strategy and which seem to offer the best value for money.
28) The QIA’s Improvement Strategy Implementation Plan sets out a comprehensive list
of improvement actions. The 12 most important actions are listed at:
http://www.qia.org.uk/pursuingexcellence/aims/priorityactions.html
29) Our project is designed to assist with the following priorities:
a) to embed personalisation and increase the learner voice
b) to improve provider responsiveness to employers
c) to improve performance and quality assessment, including robust self-assessment,
peer review and validation; and
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d) to support leadership development.
30) We would expect the greatest impact of the project to be on c) above.
Our partners and students
31) We have involved a range of private and publicly funded schools. Most of these
specialise in dance. All are involved in preparing students for employment in musical
theatre and other employment destinations in professional performance. Many of the
students are residential, i.e they have moved into local accommodation while training.
We have concentrated on the further education dance and musical theatre sector. The
definitions “further” and “higher” education relate, in this context, to funding routes
rather than the level of qualifications or standards of work. Our sample of the sector
includes small, specialist professional training schools, and a public sector further
education college, Preston College, which is unusual in having a specialist dance
department based within a general FE college. Training for 16-19 year old students at
FE colleges is fully funded by the state, i.e. no fees are payable by students. We have
also included two higher education institutions, one of which, The Bristol Old Vic
Theatre School, is a drama school. HE institutions are funded as part of the HE
sector, with student top-up fees. The small specialist professional training schools
offer some of their students Dance and Drama Awards, scholarships that support fees
and living and learning costs. The rest of these school’s costs is partly or fully met by
student fees. These schools offer different mixes of: ballet, jazz, contemporary dance,
acting, singing, musical theatre etc. All focus on preparing students for direct entry to
the profession.
32) Our experts were chosen from those with an interest in dance, quality assurance,
training or employment, qualifications and inspection. Some have danced or have
professional experience with dance or acting companies.
33) Our consultancy was with Martin Camillin Associates Ltd. Martin set up and
managed the national Dance and Drama Awards whilst working for DfES. He has
since reviewed the first 6 years of the Awards amongst other things. Martin was
assisted by Tim Clark, who was an FEFC and Ofsted Inspector and led on the
inspection arrangements for the Dance and Drama Awards.
The report
34) The report is very much a reference document and one that can be dipped into to gain
a range of different ideas and perspectives. Each interview has information and ideas
that belong to the staff or students in that school or to one of our experts. These
different perspectives are very interesting. The summary and report pull together
some of the main issues that struck us during the visits. However, there are many
more ideas in the annexes which are worth revisiting from time to time.
Inspection and quality
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35) We did not start by considering existing quality checklists and frameworks. We
preferred to concentrate on getting ideas and perceptions about quality from staff,
students and those who work with schools and colleges. We wanted to establish what
is valued by our customers, tutors and the custodians of the system.. We collected
these ideas and analysed them in a draft report. Only when we had done the bottomup exercise did we turn to Ofsted’s framework and their reports on schools to see
whether the formal approach to quality and the perceptions of the people teaching and
learning coincide. This was discussed at a validation workshop and the report was
then finalised.
36) Ofsted provides a framework for inspecting schools and post 16 providers, see
http://www.ofsted.gov.uk/assets/Internet_Content/Shared_Content/IIFD/Files/schools
Framework/FrameworkForInspectionOfSchools.doc An extract, Section C from the
framework, is attached at annex 15. The references to health, safety, enjoying and
achieving, making a positive contribution and achieving economic well being are all
areas that individuals did comment on in the study. The schools and expert interviews
also raised issues that are listed in annex 15 under: Achievement and Standards,
Quality and Leadership and Management. However, the interviews shed new light on
what the framework means in dance and musical theatre and how we can interpret
and respond to what is currently a generalised framework.
37) The issues that are typically picked up in inspection reports vary to some extent with
the size and nature of the college or school visited. Where there is performing arts
provision within a further education college, it may well be part of a wider arts
department. It will not therefore receive the same degree of concentrated inspection
and reporting as a specialist school where dance, drama or musical theatre is the
primary focus.
38) At different types of institutions inspectors vary their focus on a range of issues
including:
a) Performance standards and the confidence, skills and knowledge of students.
b) Internal assessment; both formative and summative. Formative assessment is
carried out during the course of studies, and helps to shape and develop students’
work; summative assessment comes at the end of a period of learning, and
provides a final assessment of that element of the course – or of the entire course.
c) Use of internal verification. Internal verification or standardisation is the process
whereby a centre ensures it operates consistently and to national standards in
interpreting and assessing skills. Internal verification should be carried out on a
regular basis (for example, two or three times a year). It should sample assessment
decisions from all areas of work and all assessors
d) The range and nature of courses on offer and opportunities for progression. The
range of courses will be more limited in specialist schools that concentrate on
training for particular employment related outcomes. In larger college
departments there may well be a wider range of academic, performance and
technical options including courses in other departments
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e) In FE colleges the level of training is likely to be between 1 and 3 (roughly, preGCSE to A level equivalent). Progression to higher level courses at 4, 5, or 6 or to
HE will be important considerations. The specialist schools are training students
for levels 5 and 6 and professional employment. Higher education providers may
also cover performance, academic, management, research and technical work;
f) Pass rates for qualifications, gradings where appropriate, and retention rates are
always important
g) Access to different groups of students and support for those with learning
difficulties or disabilities
h) Students’ and institutions’ expectations and standards are important
i) The use of currently or recently-performing professionals in training and
assessment add relevance
j) Performing in professional situations and visits to performances
k) Outreach work with, for example, schools or community organisations provides a
range of performance and learning opportunities
l) The skills of staff, professional experience, collaboration between the staff, and
communications
m) Facilities, particularly studio space and access to and use of theatre space.
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ANALYSES AND FINDINGS
The following analyses and findings were developed from what the 6 schools and 8
experts told us and from reference to a range of materials and documents.
Auditions for places at the schools
39) The purpose of auditions is to allow individuals to show what they can do and their
potential for future development. All dance schools are interested to different degrees
in the range of skills needed for employment in musical theatre: dance, acting and
singing. Bristol Old Vic Theatre School has an acting and production focus; some of
its graduates are currently employed in musical theatre. It is most important that
students know what is expected of them in advance and are prepared both physically
and mentally for their audition.
40) Great importance is attached to schools being very clear about what the training they
offer will achieve for successful students and where they can expect to work or
progress to as a result. Schools have a curriculum mix and standards aimed at
particular outcomes. Each has its own focus. We were told whether a school trains
people for particular professional contexts such as musical theatre, or ballet, or jazz
dance. We were also told where students could expect to find work e.g. in musicals,
dance touring companies, cruise ships. Likewise some told us what they were not
doing: “we do not train people to become ballet dancers.” However, it is also true that
schools generally encourage their students to develop the widest range of skills they
can, so that they are versatile in the employment market.
41) Schools each have different regimes. Some are highly disciplined, and students are
expected to fit in. If the school an applicant auditions for does not offer the best
approach for that applicant’s personality and learning needs, it is important that he or
she finds one with a regime that suits. For those with talent, the decision of where
they end up is very much a mutual one. The schools choose who to offer places to,
but gifted applicants are in demand, they may have auditioned successfully at more
than school, and they are sometimes spoilt for choice. Different things impress
different applicants and their parents. The audition experience, interaction with staff
and other potential or existing students can change applicants’ pecking order of
schools.
42) Individuals apply for auditions using forms, and usually attaching photos. The
expectation is that most girls and some boys will have reached necessary levels of
competence in dancing, singing or acting. Boys have frequently had less formal dance
tuition and passed fewer dance exams before they arrive. They are in greater demand,
and those who made an informed decision that they will dance have better prospects
than the many girls that have more experience. The timing of applications can be
crucial to being considered.
43) Auditions are run as a mixture of prepared performance, singing, monologue etc., and
participation in classes. Sometimes applicants will dance with existing students; boys
and girls may be observed in separate groups.
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44) Decisions are made by more than one member of staff and sometimes by panels. In
theory all but one of our participating schools don’t tell applicants how they did on
the day. In practice, schools don’t let their best applicants go without making a
commitment. The risk is that they will go elsewhere.
45) Photos and videos can help to assess applicants’ looks and shape. These
considerations matter in the profession and affect auditions and work prospects. No
school would turn an applicant down simply on the basis of a photo but poor
appearance or shape do have a real bearing on prospects. Body dimensions and
appearance is a particularly important area for dancers. However, schools also know
well that young people grow, mature and change shape quickly in the mid- and lateteenage years.
46) Applicants need help to prepare their routines, clothing, hair and presentation.
Personality and attitude matter too. It is important that people are mentally prepared.
Audition panel members are not only observing performance; they are also watching
how quickly people learn and how they react under pressure.
47) Some schools have a formal one-to-one interview to check that applicants are
compatible with the school before making an offer. It is more common to have a good
dialogue going between applicants and staff as the audition day goes along. If issues
arise or questions are needed, there are always opportunities to pursue them
throughout the day.
48) All applicants deserve proper feedback advice and in some cases redirection, so that
they can use their talents elsewhere or concentrate on their strengths.
49) One school was dedicated to working with its local community and supporting gifted
individuals who need extra support to learn to dance. Their approach was well
developed and responsive to individuals and their needs. Support and respect for
individuals was more important here than in some of the more prestigious and more
selective schools. Each approach has its place, and it is no surprise that teaching
arrangements and progression prospects are different from school to school. Such
differences need, of course, to be made plain at audition.
Key points: auditions for places at the schools
50) It is essential that schools are clear and honest about their learning outcomes,
destinations and teaching style before, during and after audition. This is in many
ways a “pledge” to students that if they work hard and follow the course, they
should have a good chance of meeting the promised outcomes and progression.
51) Students need to know what will happen at their audition. They should be advised
to prepare well and to get help with their performance, presentation and approach
if they are to get the best from the audition.
52) The audition must allow students to do their best, and staff and others to observe a
variety of different performance and learning situations. Dialogue is important
whether during or after the audition.
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53) Staff choose students, but students also choose schools. Able students are snapped
up; others need sensitive handling and positive feed back or redirection to make the
best of their talents and potential.
54) Appearance and shape are difficult issues that need to be dealt with sensitively and
honestly. If these are going to constrain progression, then it is better that the
applicant understands how and why and is given positive help and support.
55) Feedback can be brutal and there is a fine line between positive and negative
feedback. The industry can be brutal, and one students’ view is that “you just have
to get used to it. Students need to have something special to shine.”
56) A very thorough selection process pays off. Following this, the drop-out rate from
courses is very low, despite long days and considerable pressure. Staff and students
emphasised the significance of the whole application/audition procedure.
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Training
57) Learning to dance professionally is about striving to reach perfection, but perfection
is an impossible ideal. The human body is not perfect, so no one achieves perfection
in their dance technique and style, with reference to any specified criteria or standard.
The most gifted can only get near to perfection with much training and development.
However, individuals can succeed in achieving and fulfilling their individual
potential. Technique, style, interpretation and artistry combine to determine the
quality of performance.
58) We heard a range of different theories about what is the most important determinant
of high quality training. These ideas included:
a) robust management and leadership;
b) the quality and experience of staff;
c) gifted students;
d) technique;
e) good staff and student rapport;
f) having a clear mission i.e. knowing who is being prepared for what and how.
59) It is most likely that a combination of the above and a number of other factors will all
contribute to providing high quality training. For example, the staff in one school
thought that an important part of what they do is to humanise and bring to life the
language of assessment, so that it reflects the individual nature of each student’s
work, and the staff’s own personal investment in the success of that work.
60) Some experts pointed to attention to quality systems, audit and curriculum
development. Small schools with a performance tradition can find it difficult to get on
top of self assessment and other management disciplines.
61) Learning to dance is a highly disciplined pursuit that may at times seem to have more
in common with military training than what most of us think of as traditional learning.
Attendance, punctuality, extreme physical fitness and mental awareness must be
combined with a healthy life style. There is little room for socialising or drinking
during the week. The body has to be developed and honed to give of its best for the
individual, the class, the school and the profession. The body is the dancer’s stock in
trade; individuals must be committed and willing to invest in it, and to make
sacrifices, if they want to succeed.
62) A rigorous and progressive training regime is used for dance and associated classes
such as Pilates, to build fitness, knowledge, technique, style and the ability to learn
and vary routines. Tutors instruct in technique and style, and encourage, give
corrections, assess and review. They are a resource; a fount of knowledge and
experience. It is up to students to take responsibility for managing their learning and
to have the passion and drive necessary to see the training through, and to develop the
life style necessary to maintain their fitness and edge.
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63) Learning and development take place within a guided and supportive framework of
classes, tutors and peers. Skill based learning is a ladder that you continually climb.
Going back over technique to reinforce learning is important.
64) A competitive environment exists in the schools because of the involvement of gifted
and talented students, the knowledge that it is going to be tough and competitive at
auditions and the need to perform well in rehearsals and performance. This is
motivating if sometimes a little daunting.
“When you see how talented other people are, it makes you wonder if you should be
there.”
“Our students will face competition from their peers and “West End War Horses” at
audition.”
65) Learning to dance is as much an intellectual as a physical challenge. Students must be
intellectually capable of learning routines efficiently, and reversing or varying them
in their heads. The educational standards as measured by the prior qualifications of
the dancers in the Dance and Drama Awards were found to be relatively high by the
evaluators at Warwick. There is little time for learning new routines at auditions or
rehearsals. Learning quickly is a key requirement for success. Mental attitude and
appearance are also important.
66) The physical and mental training is tough and students sometimes forget about
enjoying their learning until they have pushed themselves beyond their comfort zone
to master a correction or routine. Sometimes, satisfaction only comes at the end of a
particular challenge. Performers are both sensitive and competitive. Like all tough
endeavours, learning to dance can be frustrating. However, students who want to
reach the most demanding physical and mental standards would not want to be
anywhere else doing anything else. They have a passion for the dance that transcends
some of the painful journey. As learning to perform to a professional standard
combines both physical and mental challenges, the “slings and arrows” can be
particularly demanding.
Things that students value
67) As the learning is tough, the link between learning and enjoyment gets blurred at
times. We asked students to tell us about where they get most enjoyment and return
from their work. There was a high degree of uniformity in their answers. Students’
hierarchy of satisfaction was linked to the following:
a) Getting results; learning technique and style. “It’s like Rocky; he trains and then
wins the fight!”
b) Live performance in front of external audiences, with lighting and sound. Ideally
they wanted more stage/theatre work, shows, pantomime, part-time performance
experience, Doing more shows right through rather than extracts, being exposed
more to choreographers, casting agents, and collaborating with performers and
others beyond the school. They wanted “The roar of the greasepaint and the smell
of the crowd!” However, staff sometimes point out that performing a complete
show is fine for students who get major roles but much less demanding and
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rewarding for those – the majority - who do not. At least, staff say, extracts and
showcase evenings allow for more even exposure of each student to audiences
and agents.
c) Outreach work with schools, community groups etc was highly valued as another
chance to show skills and knowledge. One school used teaching projects with
primary schools. Students assist by working with pupils in dance and PE. This
gives them a chance to use their expertise and to gain teaching experience.
d) Feedback from tutors during classes and at review. This needs to be genuine and
at reasonable intervals. It is accepted that tutors cannot give individual feedback
to everyone in every class but students want to hear how they are doing, whether
they have got something right or need to take a correction to develop their
technique or a particular routine or style. This was the most discussed issue in the
study. We received a range of conflicting comment and opinion when we put this
to managers, staff and experts. It is therefore explored in more depth in below.
e) Visits from former students who have worked professionally. This is seen as a
real benefit and gives students encouragement in terms of:
i) seeing success and progression achieved by peers;
ii) working together and learning commercial routines and pace;
iii) building confidence and raising expectations for themselves; “if they did it,
well, so can I!”
iv) seeing the fruits of former students’ labours in terms of clothes and kit; that
they too will earn money and get benefits.
f) The experience and competence of staff , which they value. They trust staff for
their knowledge and skills. “They treat you well and are there for you.” They also
liked the way that learning is progressive; it is always taking you forward relative
to what you have done and where you need to get to.
g) Discipline was welcomed by the majority of students. They wanted to learn about
and understand the industry, take personal responsibility and to progress. They
recognised that discipline and professionalism matter, in areas such as attendance,
punctuality, appearance, attitude, diet, hydration, working with others, but above
all in learning their skills. They were investing their time, effort and funds and
making sacrifices; the disciplined environment was there to help them.
h) A well managed environment and commitment to support them on their journey.
They like the rapport and the mutual respect that they have with staff. Unlike so
many other educational environments, students are known by and have access to
staff, directors and principals. Student representation and communications are
genuine and effective. Most students had a confidant/guardian angel on the staff
and support from close friends and the wider student body. The environment is
supportive as well as competitive.
Performance
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68) The need for more performance opportunities was raised by students as one of their
main concerns. This deserves further comment. Our experts were very strong on the
need for experience in realistic conditions. They advised that when appropriate,
access to stage, audience, lighting and sound are very important. “That is what it is all
about!” Some schools have no access to theatre and stage facilities, which are often
difficult and expensive to come by. It is sometimes claimed that every class is a
performance in front of a school audience. Important though that is, it is no substitute
for working in front of external audiences in a realistic commercial setting. One
school had its own commercial theatre; another had little or no access to such
facilities.
69) There are very valuable opportunities for some students to do relevant part time work
in chorus lines, as extras or in pantomime. Two schools have their own internal
agencies to support students and find part-time opportunities. Outreach work with
schools and the community are highly valued, as are annual showcases or
performances.
70) Our experts valued opportunities for students to work with part-time
performers/teachers and professional performers, choreographers, directors etc.
Former students can also offer access to commercial and relevant routines, standards
and pace. This was seen as necessary alongside the core teaching and development
run by course directors and tutors.
71) The Drama school that we visited had similar experiences with its intensive
production training. Constant working on tour and managing performances was a
popular and effective way for students to learn.
Feedback
72) Whilst staff-to-student ratios are better in dance than across much of FE or HE, tutors
explained that they cannot observe everyone individually and give constant feedback.
They try and work around the class and focus on where they are most needed. Some
directors and staff thought students were wrong to expect so much feedback and
should be more self-reliant and confident in knowing that if they had not been given
corrections then they were doing well. Others believed that corrections are given to
particular individuals but that are meant for the whole class to take on board and learn
from.
73) The experts thought that it was most important for tutors to communicate and
motivate with positive feedback as well as corrections. This is part of effective
teaching and learning.
74) The psychology of trainee dancers is interesting; they are talented and dedicated to
performance. They like an audience and want to perform. They have a greater need to
be seen and to have their efforts recognised than others. They are perhaps a little
obsessive about how they appear and in getting a response or reaction. They train
using mirrors, sometimes video and they are taught to develop their bodies,
demeanour and appearance so that it is attractive. It could be said that they have a
license to “show off.” In the light of this, it is not surprising that they want feedback.
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One group of students thought that feedback was given to particular favourites above
others and that it was not uniformly given to all. However, the view shared by almost all
students was that feedback was always honest and fair, and that praise is never given
unless deserved.. Corrections were regarded as equally important to learning and
development. The feedback issue was raised so often that it merits serious consideration.
It may be that the discipline in schools sometimes clouds the need for better
communication. The relative expectations of teachers and learners are not aligned in what
is an important area for all staff, one that is relevant to learning, motivation and quality.
This finding should, however, be seen in the context of a high level of student praise for
and confidence in staff.
Video
75) Use of video recording of classes or performance was seen by many as a useful aid to
help students to learn but one that should be used carefully and sparingly. It has a role
in assessment. The image of what a student is doing may be more telling sometimes
in a video clip than having it explained a thousand times. “I only need to see myself
doing something once!” Some schools used video in class, others thought it was a
good idea but difficult to set up. Those who use it, stress the need to do so sparingly,
watch it once and move on. Some students who had not used it were intimidated by
the thought of it.
Financial management
76) One principal believes that the management and financial context these days is too
demanding to allow for other than a full-time manager to lead, and he thinks it is
essential that the management of the school is financially articulate, numerate, and
sound in order for creative work to flourish undistracted. He is keen to ensure that as
far as possible, factors which teachers, directors and other creative staff would
consider to be distractions are kept away from them.
Relating to different perspectives
77) The DfES position on inspection and measuring quality, see annex 10, is helpful to
understanding the wider learning context within which professional dance and
musical theatre training sits. It is interesting to consider what implications the changes
for 14-19 education and training could have for the schools in terms of quality,
relevance and responsiveness. The Ofsted inspection framework, see annex 15, is
already active and generally effective in the schools that we visited, according to their
records and inspection reports. It may be that the level of self assessment and
relevance to employment in specialised schools already surpasses that envisaged for
general academic education and vocational training.
78) In practice, much specialised dance training is already meeting the objectives set for
the Government’s Skills Strategy. (See The First Six Years A Review of the Dance
and Drama Awards available from CDET info@cdet.org.uk)
Key points: learning

Northern Ballet School The Dancehouse 10 Oxford Road Manchester M1 5QA
Consultants : Martin Camillin Associates Ltd Phone/Fax 0114 2302628 mobile 0774 8708028 martincamillin@dsl.pipex.com
10 December 2007

Page 18 of 80

Excellence in Training for the Performing Arts
A Northern Ballet School Project Sponsored by the Quality Improvement Agency
79) The general quality and effectiveness of learning in the schools appeared to be very
good and the level of satisfaction of staff and students is high. Many schools start
from a high base-line in looking to improve quality.
80) Learning to dance, sing and act is a tough business. It requires a tremendous
commitment to challenging physical and mental development. You must be gifted,
passionate and driven to get through the training.
81) Students identified the importance of:
a) performance opportunities, both with external audiences and proper stages with
lighting and sound, and in projects with schools and community groups;
b) more feedback, including corrections, during their classes; and
c) contact and collaboration with former students to share experience and
learning and to raise expectations and confidence.
82) Students, staff and experts placed a high value on exposure to a suitable variety of
skills and experience amongst teachers. Other professionals they need to come into
contact with include performers, choreographers, former students, assessors and
casting agents, all of whom add to the richness, relevance, and pace of learning
and performance.
83) A range of factors were identified as being essential to support high quality
learning, including:
a) management;
b) the quality and experience of staff;
c) gifted students;
d) technique; and
e) having a clear mission.
f)
Progression
84) Progression marks the end of training and the beginning of performing or other
employment, or for some a move to further or higher education or other activity.
Students could see how their confidence, knowledge and skills had developed over
the 3 years of training. Most students were confident of finding relevant work.
85) The drama school principal interviewed was concerned about the fact that young
actors want to do stage work and the core of current training is stage work, yet the
majority of jobs most actors get will be in front of cameras and microphones. He
wants more TV and radio work in the school; the students praise the facilities at
Christchurch studios, and the mike/camera work they already do.
86) An audition for training and all that follows in a schools is geared towards getting
students work in a very competitive industry. Relevance to employment and the
sector is one of the requirements of the schools in the Dance and Drama Awards
scheme.
87) The lead evaluator for the Dance and Drama Awards thought that there was an onus
on the schools to help students to get into the trades for which they had trained.
Schools should live up to their implicit promise of dance or musical theatre
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employment. If students had the talent then they should not be let down. The Equity
Workforce Survey showed the schools that achieved the most included those with
Dance and Drama Awards, members of the Confederation of Dance Schools and the
Council for Dance Education and Training. The acid test for the standard of training
and its relevance to the industry is weeks worked and wages.
88) There was considerable debate about when students should be exposed to casting
agents. Some of the students thought that this should happen in their second year.
School were anxious to protect students and for them to complete their training before
being exposed. Schools would wish to keep all students until the end of their training
unless they were amazingly good and wanted to take a particular role.
89) To this end some schools used in-house agencies to arrange suitable part time work,
pantomimes, slots as extras etc. The agencies became more aggressive in marketing
students to external agencies and casting directors as students approached the end of
their courses.
90) One school’s agency arranges auditions for post course work, provides audition
classes and assists with CV preparation. Preparation involves:
a) Preparing for physicality
b) Understanding of classical tradition
c) Dress and make up
d) Arriving on time and knowing what to take; and
e) Being psychologically prepared for questions.
91) Some experts thought that there are students who can be ready to move on early,
some agreed with the schools that most students need to complete their courses. The
old arrangements of two years training followed by a year’s experience with a dance
company are now rare. The link that used to exist between training schools and
companies has ceased in most cases.
92) All schools have recognised the need to prepare their students for professional
employment auditions. Learning to pick up routines, working with choreographers,
and attention to appearance, hair, costume, demeanor and attitude are all important
matters. One of our experts stressed the need for students to have a unique selling
point in a competitive situation where many will have the general skills needed.
93) Students are encouraged to have agents and to use the publication “Spotlight” to place
their CVs. Some schools have a designated tutor who helps students to prepare for
employment and to promote themselves. Opportunities for auditions are publicised on
notice boards and students are encouraged to apply.
94) Agents come to see most students in their end of year shows. In the best schools
relatively high numbers of students get relevant employment, such as dance or
musical theatre work after training. Some find work on cruise ships good for gaining
confidence and experience. The reality of working as a performer is tougher than
some students realise.
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95) Some schools provide courses in self employment.
96) Qualifications are valued by both parents and students. They are not seen as a ticket
that will get students work as a performer; students get work by audition. However,
qualifications are a record of achievement and of great value when your relatively
short career as a dancer comes to an end and you want to move on or diversify. They
are seen as something like an insurance policy. Teaching qualifications are more
relevant to immediate employment opportunities in private schools.
97) The Trinity College London qualifications and associated curriculum were seen as
flexible and supportive of what most schools were providing. They were developed in
the sector and with employers needs in mind, and have met with the Qualifications
and Curriculum Authorities’ standards for use at levels 5 and 6.
Key points: progression
98) A number of our experts cited ability and flexibility to transfer skills as crucial to
getting employment; being able to learn and adapt new routines at audition is vital
for success.
99) Physical and psychological preparation and appearance are important for
professional auditions. Mock auditions and practice pay off.
100) Schools accept their important responsibility to help their students prepare for
and succeed at audition
101) Access to agents and casting directors is vital to progression.
102) For most students finishing courses is more important than early professional
employment and exposure.
103) Qualifications are valued by parents and are important for the “after life” of
students, when working as a dancer ends and new careers are pursued.
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Validation and discussion
104) Staff and students from all six schools and our experts were invited to a meeting to
discuss and validate the draft report. This proved a very worthwhile event. Tim
Clarke explained how the Ofsted and Adult Learning Inspectorates operated and
discussed how the Dance and Drama Awards Schools and specialist departments
within further education were performing against the inspection parameters. Martin
Camillin presented the report and its findings. Some of the comments made by
participants are recorded below:
a) feedback is an essential element in teaching and learning. Both corrections and
praise have their place. It is important to end on an “up.” People can forget that
teachers have their off days and that classes are for groups rather than a one-toone experience. Video can help with feedback. Individual appraisals are also
important for ensuring that students receive the feedback that they need to
progress;
b) students do not lose their confidence as such when progressing to new schools.
They have to adjust to a different environment, and learn how to learn. Some need
a lot of help and support to adjust and understand their new situation. They need
to recognise where to improve and their confidence grows with the process;
c) students need to feel fully involved and engaged in the learning process;
d) enjoyment is vital to learning. It is like climbing a mountain, you get a fantastic
sense of achievement;
e) students accepted the curtailing of their social life whilst training as a reasonable
price to pay to learn. The hard work involved in learning is an investment for the
future. It was important to learn to self-evaluate. The hard work brings
satisfaction. People’s talents vary and being in a mixed ability group you must
keep up.
f) it can be harder for boys to get up to speed with girls who have often done more
dance training before they join. They do not want to be over assessed as they
progress;
g) the theatre generates huge receipts and economic gains for the country. Staff
maintain the high standards and hand down their knowledge and technique.
Students may well expect more feedback, but they are in a culture where they are
expected to learn by being passed down techniques and knowledge;
h) students may not recognise the progress that they are making in their first year.
Staff are more capable of assessing progress. The second year is a time when
many students come to terms with their progress and begin to see where and how
they can fit in the market. They become acutely aware of their own progress. It is
important that staff can relate to them during this process. In their third year
students benefit from working with visiting experts who can help them to see how
they are progressing and their potential. Past students provide an external voice
that you can trust;
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i) the second year is a most important part of the journey. It is very demanding. You
have to work hard and find yourself. You grow stronger. Performance helps you
to build your confidence. There is so much to do and learn about your hair, make
up, using external performance space etc. There are also exams;
j) it is important that everyone receives feedback. The unwritten pledge between the
schools and students about what they can expect to achieve if they work hard is
important to how the learning is delivered. Individual students must be well
organised, rigorous and professional. Courses are so busy and people are not used
to managing their “down time;”
k) it is important that the lessons in the report are transferred to the wider world of
education and training. The lessons that apply to auditions, training and
progression translate to a broader audience in education and training. No one
should expect that they will have a free passage, they need to work at their
progression and the report suggests ways in which they can do this;
l) while it is inevitable that students working to audition for a major ballet company
will be of a proscribed shape and weight, musical theatre trainers can afford to be
more inclusive. The Trinity qualifications are judged on technical and
performance ability, not size. For all the Roxys and Valmas out there someone has
to play Mama Morton;
m) the students clamouring to do a full-scale musical for their end of year
performance should be reminded that while it may be intensely rewarding for
those cast in leading roles, it is difficult making a lasting impression from the
back row of a chorus;
n) schools without in-house agencies normally post audition opportunities and the
student decides whether to go for it either in a genuine hope of success or merely
to gain experience. Some highly successful house agencies insist on choosing
which student is entered for each particular job. This can be extremely contentious
with fellow students leading to charges of favoritism and lack of vision in casting
possibilities. The issue needs to be handled with extreme care; and
o) in the debate regarding enjoyment or satisfaction, what was never mentioned was
the basic exhilaration in movement itself. There is nothing as emotionally
satisfying as moving purposely through space uplifted by music. It would be a
great pity if the travails of working to gain qualifications or the fears of intense
competition were to dampen that spark in today's generation. Dance is a joyful art,
let it ever remain so.
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Conclusion; what can we do to pursue quality and excellence?
105)

We met a range of high performing schools:

a) three are high performers operating at the top end of the dance and musical theatre
training world;
b) one is also in dance but working with a wider range of abilities and a community
focus;
c) one is a unique dance department in a general FE college. This had opened serious
dance training up to talented students under mainstream FE funding and support
arrangements; i.e. students training was free and they received Education
Maintenance Allowance if eligible.
d) one, a drama school, is in the HE sector through affiliation with a university. It is
also affiliated to the national Conservatoire for Dance and Drama. The school
teaches Drama and Production at a high level. This provided a valuable contrast,
with some commonality in respect of acting and musical theatre.
106) Standards in all of the schools that we visited are already high; some are excellent
in relation to their positioning in the market. However, there are avenues that all
could explore and consider as an antidote to the risk of complacency.
107) We selected “learning institutions” that were willing to lower their guards and risk
exposing their management, staff and students to an innovative and developmental
approach. All at the schools were willing to tell us what they did and to listen to other
ideas and options. Everyone who was interviewed told us that they enjoyed the
discussions and that their individual reports were fair reflections of our conversations.
108) Neither Martin Camillin nor Tim Clark, the consultants, are ex-dancers or have
interests in particular schools; both have worked with schools in the Performing Arts
since 1997 from policy and inspection backgrounds. This made it easier for schools
and experts to explain things without feeling unduly challenged. Our questions were
based on a genuine desire to understand, with no corner to defend. Schools found
their visits easier and more efficient than visiting each other’s schools with the
consultants, which had been our original intention.
109) Students are amongst the best sources of information and provide an invaluable
route to understanding how schools operate. They really made a huge contribution to
the exercise. We also learned a great deal from principals, course leaders and tutors.
Some of these naturally found it more difficult to stand back and analyse what they do
every day, as they are so close to it.
110) Dance, musical theatre, drama and production are different disciplines but have
some things in common. Our primary focus was on dance and musical theatre; the
drama school provides an interesting comparison as well as some common themes.
This report focuses chiefly on quality, in terms of auditions, learning and progression.
We hope that each school will want to consider for itself ways in which the points in
the report may be useful.
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111) Improved performance opportunities and feedback to students from teaching staff
are by far the most common areas that students and experts supported for
development. Some schools could rightly claim to have mastered the former; schools
will wish to review their practice in terms of the latter. When we discussed the
feedback question at our meeting with a mix of providers and students, it was
suggested that it may be more a matter of the balance between encouragement and
correction than any perceived failure to feed back. This may be a delicate issue for
some staff, since it is at the heart of the teaching relationship, and it directly relates to
professional standards. To quote a friend who works for Relate, “most relationships
break down because the parties have different expectations of each other!” Perhaps
differing expectations about feedback are really the issue being raised.
112) Greater use of community placements and more involvement of former students
are examples of good practice that might be readily transferable.
113) Schools were generally clear about their positioning relative to training and
employment outcomes and markets. They can also meet the evaluators’ concerns
about having an obligation and responsibility to inform and deliver their promise to
students. Preparing students for professional auditions and employment is an area of
work towards a moving target that can never perhaps be entirely met.
114) We would be interested in feedback on Laine Theatre School’s innovative and
promising assessment recording technique, currently being piloted in their ballet
classes.
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Visit to Northern Ballet School (NBS) 7 November 06

Annex 1

Report of discussions with students, teachers and principal
The school
1) The students’ presence and enthusiasm in a disciplined but happy environment make
a very good impression. This visit was dominated by the students and their ideas.
They painted an accurate picture of the school and complemented the views of the
principal and the teaching representatives. Much of the report is therefore based on
their views.
2) Classes include: jazz, ballet, tap, contemporary dance and singing. Students follow
the Trinity College London level 6 Diploma. A range of other dance exams are
optional. Students maintain a personal file of their work.
3) The premises provide a range of studios, study and administrative rooms, a canteen
and, unusually, a fully equipped commercial theatre.
Healthy students
4) Students valued induction sessions led by the principal. These covered living away
from home and training regime, guidance from specialist visitors, e.g. dietician, and
support from tutors.
5) The Principal and her team create a stable environment and regime for the learning.
“Structure and discipline come from the top.”
6) Most students live in recommended lodgings locally.
7) In the light of advice from staff, students rarely go out or drink during the week.
They accept that their lifestyle, e.g. sleeping, drinking, diet etc, must be compatible
with the demands of their training.2 Staff said it was evident from the outset whether
students would have difficulties in adopting an appropriate regime. This is vital if
they are to meet the physical and mental demands of the training. Students are made
responsible for themselves from the outset. They are made aware of the potential
dangers to themselves and others of not preparing themselves for performance and
conducting themselves properly. Staff stressed that learning includes both discipline
and sacrifices.
8) Students are discouraged from smoking but admit that this is their choice.
9) They are taught about diet and the need to eat to support well being and plan for the
energy needed for dance.
10) They know about the importance of hydration (drinking water).
Staying safe

2

Entries in italics have been identified as of special merit.
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11) Students’ induction includes: living away from home, being in lodgings in a big city,
personal security and travelling on their own.
12) The school keeps an injury book and all staff are trained in first aid. There is a Health
and Safety Committee with a student representative.
13) Access to physiotherapy is available from a number of clinics nearby in the city
centre and the boys also attend a local gym as part of their course.
14) School has strict control of entry to premises via remote control access system and
receptionist.
15) As dance is potentially dangerous, no one is allowed to take part in dance sessions
unless they have done their warm up routine. 3rd year students conduct warm ups
under staff supervision. Exercises are designed to prepare you mentally as well as
physically.
16) Cool downs are treated as important.
17) All students’ attendance and time keeping is monitored and followed up to ensure that
they are well and following their courses.
Audition
18) Students are assessed not just for talent, technique, appearance and potential but are
also interviewed to establish their “fit” and ability to complete the course at the
school. Each school has its own particular culture. The regime at NBS is highly
disciplined in relation to learning issues but this is balanced by friendly and close
relationships between students and with staff. All agree that the demands of learning
and a disciplined approach do not suit all personalities and it is better to find those
who are suited to this approach at audition alongside seeking talent and technique etc.
19) Students said that audition was about “finding a body that copes and a brain that
manages. You need physical ability and nous.”
Enjoying and achieving
20) Students explained that learning dance, and ballet in particular, is very demanding. “It
has its ups and downs. It is challenging preparing for shows but that is rewarding.
Achieving is important and enjoyable but sometimes the demands overtake the
pleasure. Students thought that the rules and parameters are clear. For them, the real
buzz comes from performance, shows and working with communities, schools etc.”
Staff appreciated that students drive themselves hard and are both passionate and
competitive.
21) Students thought that staff matched carefully the scheduling and content of sessions
to meet students’ needs so that learning was progressive and constantly demanding
of new things. This was in practice a mixture of structured learning and the teachers’
antennae for where to reinforce and progress the learning. Teachers stressed the need
for learning to be tailored and used to challenge and develop.
22) Students take part in 3 shows a year in the Dancehouse public theatre under the
banners of the school’s Manchester City Ballet and Jazzgalore Dance Companies.
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This provides real exposure using the school’s commercial stage and cleverly billed
to suggest a professional performance. To have a fully equipped theatre with lighting
and sound on site is an enormous advantage that is fully exploited.
23) Students valued very highly their involvement in an outreach community
performance. Students described the project involving dancing in schools as “just
brilliant.” They loved the interaction and showing off their skills.
24) Students regard the quality of training as high, citing: discipline, management,
scheduling, professionalism and commitment by staff and students and learning to
learn new routines quickly as key.
25) Students thought the standard of teaching staff was high. They have the experience to
be able to teach. Small year groups mean that everyone knows each other. You get
more attention. “It makes you feel special.”
26) The 3 assessments each year are graded on a scale of 1-7. 2 teachers undertake
assessments and have to agree and confer with other staff. It is what you do on the
day that matters. You know that you are achieving where your marks go up or at least
stay the same. Trinity qualifications and other optional exams, e.g. for tap, modern or
ballet and teaching are evidence of achievement.
27) Students thought that tutors will never give credit that is not deserved and are always
willing to justify marks and give feedback and provide additional training or advice.
28) Students found the use of video recordings of performances and assessments is
critical to understanding their progress. There is nothing like reviewing what you
have done and seeing things with your own eyes. Staff stressed the need to use video
sparingly and to look at it once and learn before moving on.
29) They stressed the value of having 3 different singing teachers specialising in
harmony/group work, individual performance and technique.
30) If things are going wrong you get help. You are called in for a chat and help. Staff are
careful to follow up any difficulties.
31) Attendance, turnout and cleanliness are monitored.
32) “You are there because you want to be and have chosen the school and course. You
must have what it takes to get in. They (the school staff) do their best for you. If you
fail it’s down to you.”
33) Students thought that rewards follow success. Within 3 years you could become your
tutors contemporary, join an elite club as an artist with ability for self expression. You
are special.
Progression
34) Students thought that they and their colleagues had gained confidence since coming
to the school. They reported having been homesick and apprehensive at first. They
had since built new relationships with each other and the school. Peer support was
very important. Professional confidence was helped by feedback from teachers and
critics at shows etc. You went from being a big fish in a small pond at local amateur
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dance school to being a little fish in a big pond for professional dance training. They
thought that the training, discipline and achievements that they had made had helped
them to mature and gain self-confidence.
35) Students valued the qualifications that they were getting as a record of achievement
and a basis for progression. They valued the qualifications for the options that they
gave, e.g. teaching from the Imperial Society of Teachers of Dance.
36) Students told me that the school provides everything that you need to progress after
training: audition technique, agents, agency auditions etc. Students were confident
that they would get work.
37) There was an interesting difference between girls who had all had lengthy training
before coming to school, and boys who come to dance later, highly motivated and
improve quickly.
38) Students thought it is very satisfying to meet former pupils who come back and tell
students how well they are doing. This is re-assuring when the going is tough. It is
gratifying that large numbers of former students do come back.
Communication
39) Students valued the fact that they have their say:
a) There are effective student representatives who liaise between management and
students;
b) Anyone can talk to the Principal on the day they leave their names in the book;
c) Students are asked annually to give constructive appraisals of staff. These are
collated and used by the Principal to inform staff appraisals and feedback.
Students’ quality indicators
40) They thought the following factors important:
a) employability;
b) a positive, constructive and happy training environment;
c) constant self evaluation, reconstruction and building confidence;
d) strong leadership; and
e) a well structured course geared to employment opportunities.
41) They identified 2 “don’ts”:
a) compromise on excellence; and
b) let your ego be bigger than the learning.
Wish list
42) Asked about their “wish list”, these very satisfied students thought that they would
like:
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a) on-site physiotherapy. This was an interesting discussion point with both staff and
students that goes beyond our remit. There are issues around: having a personal
physio; avoiding making more of physiotherapy than is necessary; having access
to it when needed;
b) a neutral counsellor/house mother; and
c) earlier access to outside professional dance workshops in year 2 as well as 3. This
was also discussed at length. The school has a genuine interest in seeing
individuals through their training and qualifications. Sometimes students are
attracted to the possibilities of work, before they are ready. Every case is
different, but it is generally thought that students will benefit greatly from
completing their training before taking full time work. Many students do some
relevant part time work during their courses, others do a variety of unrelated work
merely to support their training and living costs.
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Annex 2

Report of discussions with students, teachers and principal
The school
1) The school occupies an enviable location in north London near Camden Market a
vital and lively environment. Uses functional dance space in a grand municipal
building.
2) The school is run by 3 inspirational directors who, like the Holy Trinity, seem to work
as one entity when managing the school and creating their own special ethos. This
study majors on their philosophy for teaching and learning. The school is essentially
business-like but with a warm and friendly atmosphere.
Audition
3) Application forms, photos, medicals and references from dance schools will get you
an audition. Applicants are given the chance to list their performance background and
any special skills that they have, e.g. stage fighting, gymnastics, walkovers athletics
etc. There are lots of applicants but if they apply on time, they will all be seen.
4) The school’s mission is clear, i.e. to train people for musical theatre and serious dance
companies. As musical theatre reflects life and the population at large, all applicants
are welcome to audition. Appearance and shape do matter for performers and
performance; exceptionally, people with studs in their tongues have been turned
down. Some students may be better at singing than dancing but all will be trained for
the musical theatre job market with voice and dance training.
5) The ability range at audition was generally high with few “no hopers.” The best get
through. It was clearly a mutual selection process with schools selecting students, but
students also choosing between different schools and auditions.
6) Audition is a one day experience. Parents drop students off and return later to tour the
school and chat about the training. The audition will include: ballet, contemporary
dance, jazz, solo song and solo monologue. During the audition, staff watch
applicants’ behaviours and reactions closely and monitor them under the pressure of
performance. They are looking for raw talent, hunger, personality and determination.
They stressed the need for versatility, responsiveness and strength. They must be able
to pick up jazz or contemporary dance. Demonstrations are used to test students’
ability to learn. Candidates must be able to learn and manage rejection, as this reflects
the sector’s needs. At audition they will face competition from peers and “West End
War Horses”. They will need both the preparation and personality to manage this.
Some may not audition with many technical skills. The task is picking winners. Staff
do not interview individuals as such, but there is a dialogue throughout the day and
plenty of opportunity to chat or to ask questions.
7) Feedback is either on the day or written. In some cases individuals will be redirected
if for example they have good acting potential but will not make the grade as dancers.
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Students will be recalled for second auditions occasionally, if there appears to be a
reason why they may not have performed well on the day, e.g. illness.
8) Students felt that they knew what they had to do at the audition, but still felt that you
never know exactly what to expect. The audition was taught like a professional class.
It was tough but you were shown what you did not know.
9) “You got good opportunities to show what you could do. It was worth going just to
hear Jacqui’s inspirational monologue on jazz! All students should hear this. It
was worth the £30 for the corrections given at the audition.” You were required to
perform under pressure. Of course, students also remembered the sandwiches and
Ribena!
10) Some felt they got the green light there and then at the audition and were happy to
sign up. Boys said that they were invited to start early to help them to catch up.
Students
11) Students like the community feel of the school. They soon stopped feeling alone and
homesick and developed strong bonds and homely friendships. They felt their peers
laughed with them rather than at them; there is no bitching.
12) Asked about the need to be in good shape, students responded that staff will tell you if
you start to get out of shape or if you are too heavy.
13) They liked staff using first names and having access to and being known by the
directors. You feel grown up.
14) Some students felt that when they joined the school they had to “unlearn” poor
technique that they had been taught previously.
Teaching and Learning
15) One of the issues that provoked debate throughout the interview with schools and
experts was whether students could both achieve and enjoy their learning. The tough
disciple and demands of learning dance could overshadow the enjoyment of learning.
Staff identified with the struggle but satisfaction that was vital to learning
technique. This was not a particular issue at Millennium. Students at all schools
wanted more feedback on how they were getting on both day-to-day and overall. We
debated this on the visit. The directors were in favour of students managing their
expectations for feedback in favour of gaining more self-reliance and to become more
attuned to classes as resources, where they should be looking to learn from all
interaction and corrections, irrespective of whom feedback was addressed to. Staff
and students also repeated the directors’ view that everyone should learn from all
corrections. Staff liked the use of tutorials for giving feedback. They thought that you
would never fulfil students’ desire for feedback but that it was good to give as much
as you can. This issue is about the relative expectations of teachers and learners and is
an important area for the study that is picked up in the main report.
16) The directors identified with two issues raised on other visits:
a) that students especially valued working with choreographers and performing; and
Northern Ballet School The Dancehouse 10 Oxford Road Manchester M1 5QA
Consultants : Martin Camillin Associates Ltd Phone/Fax 0114 2302628 mobile 0774 8708028 martincamillin@dsl.pipex.com
10 December 2007

Page 32 of 80

Excellence in Training for the Performing Arts
A Northern Ballet School Project Sponsored by the Quality Improvement Agency
b) there are significant benefits in using a mix of core staff, that were constant,
represented the school’s approach and managed the learning, together with
visiting performers and choreographers produced effective learning.
17) Staff thought it was important to have a performance every term: e.g. Christmas
cabaret, 3rd year showcase, end of year show etc. They thought outsiders,
choreographers or part time teachers/performers, added value to the learning. They
saw potential in the use of video to support learning.
18) Classes follow a planned approach. Tutors demand more from routines at each
performance, using corrections to help get things right. They have a programme of
learning that must be mastered. Exercises are related to one another. Each class is a
progression with technical learning. The body must learn from repetition and
reinforcement. It may be necessary to stop, talk, change or review in response to
students’ progress and needs.
19) Students reinforced the message that we are picking up from all schools. Learning to
dance is stressful and you can forget about enjoyment while concentrating on
improving your technique. Overall you love it or you wouldn’t be there. They said
that the artistic temperament has its ups and downs; a good ballet class makes it a
good day.
20) You have to take responsibility for yourself, at some point you will be entirely alone.
21) They saw the ability to learn, take you own corrections and to learn from the
corrections given to the class as key skills.
22) They valued meeting former students visiting the school. This has an important
motivational effect. You can see the potential for progression and learn from classes
with people who have experience of new routines etc.
23) Less emphasis was placed on formal warm ups than in some schools. The school
believes that students must learn to take responsibility for preparing themselves prior
to the start of sessions. Each morning the ballet class starts with gentle exercises
before moving to plies. Staff thought that some students might not realise that they
were in fact warming up at the start of classes.
Progression
24) Agents come to see all students in shows. The school would wish to keep all students
until the end of their training unless they were amazingly good and wanted to take a
particular role.
25) Staff reported that students were prepared to audition for employment. Around 85%
of students found relevant dance or musical theatre work after training. Some needed
to reinforce their learning and found cruise work good for gaining confidence and
experience. The reality of working as a performer is tougher than some students
realise.
26) All students undertake a course for self employment.
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Key quality issues
27) The directors identified the following quality issues:
a) students’ hunger for learning is the biggest driver. Dedication is shown by their
discipline e.g. early rising, difficult travel, not being late, wanting to learn and
trusting in the process.
b) teachers can deliver information, correct and inspire. They give information, but
students must take and apply it. Learners set their own limits. They must take
responsibility for their bodies and their instinct and imagination takes over.
c) Usually only 15% of an audience can judge technique. Put you money on
emotional artistry and wonderful spontaneous performing.
d) dancers cannot reach perfection in terms of criterion referencing, but they can
reach perfection in terms of their own potential.
Students value:
e) opportunities to perform;
f) feedback. Tutorials with people that know you. The chance to talk about what
you need and where you are at; what you need to work on;
g) teachers and their relationship;
h) discipline. It’s a tough industry and you have to be tough to make it. Lots of
kids have it way too easy. Some come out of university with nothing. 6 hours of
lectures is nothing compared to learning dance, doing Pilates etc;
i) progression. The stronger you get the harder you work;
j) being in good physical shape. It’s nice to be able to run up the stairs at Covent
Garden. If I’ve got sweaty underarms and eyes_ phew, I’ve had a good day.
k) qualifications, more as a passport after dancing and a record of achievement.
“You can go to uni at any age, but you cannot dance at any age.” Grease.
Staff:
l) value the involvement of visitors and teachers with first hand knowledge and
experience;
m) believe that you can give and give, by way of information and training, but that
students have to respond;
n) value former students coming back to join in classes or to add some direction;
o) also saw qualifications as valuable to progression as well as important to parents.
The Trinity qualification was seen useful to work with, flexible and does not
impose a rigid curriculum;
p) think that you can train people and prepare them for audition but that you do most
of your real learning when you get out there on the job. It’s like learning to drive
really.
Northern Ballet School The Dancehouse 10 Oxford Road Manchester M1 5QA
Consultants : Martin Camillin Associates Ltd Phone/Fax 0114 2302628 mobile 0774 8708028 martincamillin@dsl.pipex.com
10 December 2007

Page 34 of 80

Excellence in Training for the Performing Arts
A Northern Ballet School Project Sponsored by the Quality Improvement Agency
Quality Indicators
q) Being able to master a routine on the first take. Being able to change styles
quickly;
r) You need intelligence to dance; some students are intuitive. You must be really
with it to interpret a choreographer. Dance students tend to do well in terms of
GCSEs and other qualifications; and
s) preparing yourself well and looking good. The right mental attitude and
technical competence.
Progression after training
t) Confidence is something students seemed to need to lose on joining their course
and to rebuild as they progressed. They seemed to realise at the beginning what
they had to do. Then they gradually recovered their confidence with their
development. Boys tended to be more confident and clearer about their futures.
“It’s what you get and whether you reach the standards. There’s a lot of
competition. You may not get everything. Success is getting the job you want.
u) Students wanted to work in: touring doing dance or theatre. “Cats” was seen as
one of the perfect dance shows. Ideal jobs included: the West End, touring,
choreography acting, Broadway, singing, TV work, films etc. Students thought
that some of these would need to be progressed to rather than immediate
destinations. All would expect to be able to get cruise work if they wanted it.
Students’ wish list
v) More performance/project work
w) Doing a full musical theatre performance.
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Annex 3

Report of discussions with students, teachers and principal
Introduction
1) 52 students across three years of the professional training course in musical theatre.
Still a substantial proportion of Merseyside/Greater Manchester students, but more
now from outside the region. In addition to the full-time professional course, there are
part-time (Saturday and evening) students on a Foundation course, intended to
prepare them for auditions for the 3-year course; there are also evening and weekend
classes for younger children. 2007 will be only the third cohort of graduating (i.e.
final year) students on the three-year course. The distinguishing feature of LTS,
above all others, is its history of encouraging and supporting young people from
disadvantaged backgrounds with no or little previous experience in performing arts,
and aiming to prepare them for professional work.
2) There are two principals; one attends more to external liaison and communications,
the other leads the curriculum and staffing. There is a course head for the professional
training course, and there are also, in a more recent development, course coordinators
(i.e. of professional disciplines – singing, ballet etc.) It is the coordinators and head
that lead the teaching staff, oversee student progress and pastoral/personal support for
it.
Audition, interviewing, induction
3) Students felt auditions and interviews were less intimidating than some other schools;
those who felt weaker at ballet felt that LTS was likely to support them in improving
rather than make an issue of it at audition. They felt that they had a good chance to do
their best at auditions.
4) Applicants have an individual interview/discussion with a Principal, perform three
solos in each discipline (singing, dancing, and acting) and join a group workshop. On
each day, all applicants stay throughout the day. The audition panels involve six staff,
two each from dance, drama and music. Parents are also able to talk to staff.
Teaching
5) To improve standards in ballet the school strengthened its teaching team.
Strengthening the ballet team involved appointing two former principal dancers from
leading companies, one of whom will only teach at LTS because she likes and
approves of its ways of working with and for students. It also split ballet and tap into
three different levels. Each student stays at his/her level until assessed upwards. This
is probably the norm at most/many schools, especially with widely varying standards
of dance on entry. Students thought this worked well.
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6) Students praised in particular the efforts of dance staff with small groups of
students, or even 1-1, to get them up to standard, in addition to regular classes, i.e.
extra tuition. Teachers were described as always ready to find a few extra minutes for
individual support and attention.
7) Singing at LTS was seen by staff and students as a particular strength. Each student
has two 1-1 singing classes each week, as part of the curriculum (i.e. at no extra
cost) They take place at the end of the school day so that it does not involve robbing
the timetable for other subjects – this is in addition to group classes. Such intensive
tuition at such frequency is uncommon, and clearly it works well. In addition to skills
development, students further on in the course felt it helped them build up their own
repertoire for auditions. The singing teacher was singled out for praise by students.
8) Teaching (across the curriculum) was seen as the single best thing about the school,
along with its supportive ethos, individual attention and the small size of classes and
of the school.
9) Principals felt the professional contacts held by the current musical director were
invaluable, and helped keep LTS up to date. In the third year, students have external
musical directors for shows.
10) Teachers feel they are trusted and allowed to teach as they think best. They feel that
although the course director provides strong and valuable leadership, the working
ethos is collaborative and consultative.
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Learning
11) At least some LTS students may be less proficient, or at least less confident of
their proficiency, upon entry, than is the norm at some other schools. Students
agreed that all LTS staff had a particular respect for the individual students that
they received a lot of individual attention, and that in the demanding and tiring
circumstances of the school day/week, such care and attention gave them a
confident basis for developing their skills.
12) They felt that classes were a good size, never too large, and that the whole school
offers a supportive environment, in large part because it is small. The terms “family”
and “family atmosphere” were used several times by staff and students. This
atmosphere, or mode of interpersonal relations, is key to the school’s successful
development.
13) Students talked about strong teamwork in class and variety within and between
disciplines that sustained their interest.
14) They think highly of their teachers. If a teacher’s need to sustain the challenge of an
appropriate standard results in some unhappiness or misunderstanding (not
uncommon in the schools) students felt that other teachers were good at mediating
and supporting, so the relationship was never in danger of breaking down.
15) Although they are training for a fiercely competitive profession, students and teachers
felt that the work in school was no more competitive than it needs to be, i.e. not
competitive outside class.
16) Teachers also valued the small size and intimate nature of the school. The musical
director valued the fact that he taught every student. The working environment was
described as informal and relaxed, with students being encouraged to show their
personalities in class. This encouragement for self-expression was seen as more than
worth the occasional need to deal with opinionated young people!
17) The school offers stability and continuity, partly because teachers tend to be hired for
at least a morning or afternoon, generally at least two sessions per week, and there is
a good balance between new blood and consistency/continuation. “It is a school, not a
collection of classes.” Experience at some other schools suggests, according to the
teachers, that this continuity, mutual respect and teamwork are distinctive elements at
LTS.
18) Teachers feel that they are generally successful in emphasising how much consistent
effort, rather than “natural” talent; it takes to succeed in the profession, and therefore
in encouraging professional behaviour. In the world of talent show searches and
instant stardom on TV, this is an important point.
Policies and Practices
19) Routes into professional training at LTS are: classes for smaller children, Saturday
classes, a Foundation course, and the three-year diploma course.
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20) One Principal gives much time to liaison with schools – in particular, a local grouping
of secondary schools, which includes a local school with many disadvantaged pupils,
or “naughty children” as she prefers to call them - in order to reach young people with
talent who may not yet have considered performing arts. She has addressed careers
fairs and a meeting of 25 careers officers. LTS provides work experience for local
school pupils, and this may help them decide whether or not to seek an audition or
preparatory classes with the school. She has persuaded a local comprehensive school
to buy shoes and other kit for ex-pupils joining LTS.
21) All this activity is consistent with the history and reputation of LTS as a route for
“tough,” “difficult” or “disadvantaged” children into performing arts work. LTS is
particularly strong in widening participation, and it makes it an unusually
locally rooted school, although the profile of students from outside the sub-region is
growing.
22) The school offers scholarships and half-scholarships for the preparatory one-year
Foundation course.
Course content and Structure
23) Students felt there is a good balance between disciplines, and they liked the fact that
each Wednesday afternoon, males and females had separate classes in ballet, jazz and
singing. They felt that all theory work is relevant to their professional training. They
valued the guest classes, which are very frequent (weekly), and often feature
performers from current shows.
24) Students say the course is well organised and efficiently run, and that it delivers what
it sets out to. They think there is a good run of performance opportunities, with two
in-house shows and a summer show that has one performance in Liverpool and one in
London, as agents won’t travel.
25) Teachers feel the three disciplines support each other well, with no in fighting over
resources. The timetable is adapted to suit each intake. Links with the profession are
time-consuming – it takes time to secure a guest teacher each week – but it’s worth it.
26) The Principals and the students emphasised the role of the course director in
achieving a coherent and consistent course. The course director has a development
tutorial with each member of staff.
27) Students valued their fitness training, which features Pilates, but with several other
elements, to suit their own stages of development.
28) Students are not released in course time for professional work, except in the case of
auditions for the third year students. The principals place the importance of continuity
of teaching above the appeal of earning some money in a professional context, but
they agree it is not always easy to say “no.”
Assessment
29) Every teacher gives a full written report, with no grade at the half-year assessment,
and takes each student through it. The same criteria, with grades, are then used for the
end-of-year assessments, so students feel prepared for them.
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Other
30) The school owns some housing, which it offers to first years, at what the principals
consider to be cheap rents, and accepts landlord responsibilities for maintaining them.
This must help the family atmosphere, especially for 16-year olds new to the city.
31) The principals claim generally good behaviour inside the school from young people
whose behaviour was previously seen as problematical.
32) The challenge of training young voices is helped by the Foundation course, to which
some young voices have been referred for a further year’s more gentle preparatory
work.
33) The Principals value the advisory panel, which includes well-known
professionals from the business, broadcasting and professional training.
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Annex 4

Report of discussions with students, teachers and principal
The School
1) A substantial part of the school is taken up with training in technical theatre (design,
lighting, stage management, costume etc.) Alongside, and closely integrated with
these courses, are the two- and three-year acting courses, and a very small course for
directors. The school is well-established; it was founded in 1946 and moved to its
present site in the mid-fifties, utilising the unexpected but huge success of a musical
written for it, “Salad Days.” It is probably one of the best-known drama schools in the
country, alongside, of course, RADA and LAMDA, and it has an impressive list of
well-known and highly successful graduates. The school has for many years been
entirely separate from the Bristol Theatre Royal (“Bristol Old Vic”) although it still
has a close working relationship with it.
2) The school is one of those making up the Conservatoire for Dance and Drama, along
with RADA and LAMDA (the others are dance schools.) Success on the two-year
acting course results in a Diploma, and students who succeed on the three-year acting
course are awarded a BA by the University of the West of England, of which the
school is an associate. The school has opted to remain outside the UCAS admissions
scheme, favouring direct entry and close attention to each applicant. Students’ ages
range from 19 to 50, with many being in the 22-25 range.
3) The school is going through a time of change. A long-standing and widely-respected
principal, Christopher Denys, is moving towards retirement, and at present he is coprincipal along with his eventual successor, Paul Rummer. (In these notes, “the
Principal” refers to Paul Rummer, unless otherwise indicated.) Associated with this
change, other staffing and structural changes are taking place.
4) The school has a board of governors (trustees of the charity) who bring financial,
legal and property expertise to bear on the school’s development. Over the last ten
years or so the school has considerably extended its premises, including the purchase
of ex-BBC sound studios.
The visit
5) The visit concentrated on the acting courses entirely, although there are points below
relating to technical theatre courses. This was an unusually coherent set of
discussions, with a high degree of consistency over the main indicators of
distinctiveness and high standards at the school. The important themes for our report
are:
a) size, and student/staff ratio
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b)
c)
d)
e)
f)
g)
h)

recruitment, auditions
relationship to the profession: a producing-house ethos
integration between acting and production courses
the production year
managing change in the school
managing change in the profession
“Quahili:” making use of quality assurance and assessment

Unit size
6) The school has noted the high proportion of unemployment amongst well-trained
actors and has reduced the number of acting students it accepts. In a time of
university affiliations and expansions for many performing arts trainers, this is highly
unusual – some schools have expanded mightily, some have said they do not wish to
grow larger; BOVTS has actually reduced its output. (Noting the better employment
prospects for technical theatre/production graduates, it has sustained numbers on
those courses.) In looking to “reflect the market-place,” the school has no more than
12 students per year group and it also has a very low ratio of students to staff.
Students and staff value this small unit size very highly, and attribute to it many
characteristics of the high standards of training at the school. The Principal is clear
that only successful, well-informed financial management has enabled the school to
hold back on acting course numbers – there is certainly no shortage of applicants!
Recruitment and auditions
7) The school auditions every one of the 1600 or so applicants each year and both staff
and students feel that the nature of the audition was crucial to getting the right
students for the course. The school seeks to make clear to applicants what is
distinctive about its training (see below) and the Principal says that those on the
audition panels must know about and agree on this distinctiveness, if they are to know
what they are looking for. The school uses some experienced part-time as well as fulltime staff for auditions. 20% of the preliminary audition candidates go through to the
final round – one of a number of weekend schools. At the weekend schools, groups of
six applicants work with the core staff (voice, singing, movement, acting) and at least
two of those staff (the artistic director and the senior acting tutor) see every student at
work. There is a panel for individual pieces. The Principal and the Finance Director
carry out individual interviews (many applicants are worryingly unrealistic about the
financial burden of training, and this can lead to early drop-out if it is not attended to).
There is a talk from 2nd and 3rd year students, who also show groups of applicants
around the school. This very thorough selection process pays off – the drop-out rate
is very low, despite long days and considerable pressures on the courses. Staff and
current students emphasised the significance of the whole application/audition
procedure.
The School and the profession: a producing-house ethos
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8) The students and staff feel that one distinctive and very important quality at BOVTS
is the producing-house ethos. By this they mean that after the first year, which is a
very intensive basic training, the second year is much taken up with touring theatre,
and the third year is also dominated by productions. They believe that some other
schools may do more individual shows per student, but BOVTS specialises in runs of
its productions, and approaches them like a professional company. The students feel
strongly that much is learnt from a two-week run, because they can continually
compare, discuss and develop their work in ways that can’t happen with a two- or
three-night show. But they mean more than this. Each student is encouraged –
required, even – to feel that he or she is, from day one, a professional in training, not
just a student, and that “day one at the school is the first day of your professional
life.” Whilst staff felt that it is not always easy to balance the value of production runs
with the need to keep working on core professional skills right through the two years,
they consider that core staff input into productions is effective and helps sustain and
develop core skills during rehearsals. One staff view is that packing so much of the
core acting skills training into the first year gives it an edge and makes it more
rewarding because the students know they have to reach a suitable touring standard
for the second year of their course.
9) The school has no dominant theory or philosophy of acting - some schools, or some
staff in some schools, do. The school sees itself as market-driven, and realistic. It
believes that applicants choose the school because they have faith in its ability to
prepare them for, and help place them in, employment. The school sees itself as
responsible to each student for that commitment. The Principal says that the school
must provide a tool kit that will enable each graduate to earn a living and to do theatre
work, and that each student needs to be able to run their own business. This is not just
a matter of the visiting professionals, who include a tax accountant as well directors,
actors etc – it is part of the school’s day to day approach to its work.
10) The students value the differing, sometimes conflicting, ideas of staff, “can be
occasionally confusing, but that’s more like professional life, and you learn so much
from it.” BOVTS is pragmatic in this approach, and encourages the realism needed in
professional life. Students are encouraged to broaden the range of their approaches to
acting, and their professional skills. They emphasised the value of the very wide
range of talents, attitudes, even of ages, amongst students on their courses. The
Principal draws attention to the fact that although BOVTS is not a specialist musical
theatre school, some recent graduates have gone on to secure very good, even leads,
roles in London musicals – naturally, these are likely to be singing/acting roles rather
than dance roles, e.g. “Mamma Mia” rather than “Cats,” but this success supports the
view that the school encourages each student to develop individual strengths and
interests.
11) Another side of the school’s distinctive ethos is the emphasis placed on life skills,
realism, dealing with the pressures of the profession. Students get, and value,
experience of professional audition situations, and they consider that the continual
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pressure they deal with on the course itself is an invaluable preparation for working
life. The elements of that pressure the students chose to emphasise were: the very
physical nature of the first year, long working days of eleven hours, long production
runs, and touring to a wide variety of venues. The school places emphasis on a
professional ethos day to day, and encourages a professional etiquette, or style of
inter-personal relations, if you prefer, which is valued by students.
12) It is not easy getting professionals to Bristol for master classes, unless they happen
to be working in the city or nearby) but they are provided, and much valued by
students. Naturally, the Principal would like to see more of them.
Integration between acting and production courses: the production year
13) It is particularly, but not exclusively, during the production year (middle year on the
three-year course, second year on the two-year course) that acting students learn from
and work with technical theatre students. Students’ first real exposure comes during
the touring shows in the second year, when they help set up and break down the
lights, sets etc. for the touring show in which they are acting. Students were very clear
on the benefits of their exposure to technical theatre work, and felt that it gave them a
better understanding of how a show is put together. They were proud of their smoothrunning shows, and relatively problem-free technical rehearsals. Technical rehearsals
can be difficult for actors because of the stop/start again nature of technical problems
at that stage, and difficult for the production team because actors can become
impatient and poorly-disciplined (e.g. chatting or dispersing just as their
concentration is required) Students praised a TV production project in which they
work with technical theatre students. In general, they felt that the close working
relationship with the BOVTS’s unusually large and diverse production courses gave
them a professional, well-informed approach to production work. As well as the
quality of production students’ work, this integration between production and acting
may be part of the reason why BOVTS shows typically have very high production
values. It is also part of the strong morale and clear sense of purpose the school
embodies.
Managing change in the school
14) The present co-principal and future sole principal is the only head of a major British
drama school with a professional background in production rather than acting and
directing. He clearly knows a great deal about the acting profession and the teaching
of acting, but he is content for an artistic director to lead the development of the
acting courses and the directing of shows. The principal believes that the
management and financial context these days is too demanding to allow for other
than a full-time manager as head, and he thinks it is essential that the management
of the school is financially articulate, numerate, and sound in order for creative
work to flourish undistracted. He is keen to ensure that as far as possible, factors
which teachers, directors and other creative staff would consider to be distractions
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are kept away from them. This separation between management and creative work
represents a big change in the structure of the school. The Principal argues that it
reflects the structure of most artistic organisations. Management and other changes
have been developed over a time-span of at least months, in some cases years. During
the changes, it has been important to encourage staff to recognise the value of what
they do, and to keep reminding them of what they do well. Changes have been
discussed with staff and their views listened to. The payoff from sound financial
management is easy for staff to see: the school has been able to purchase the
Christchurch sound studios, expand its studio space and hold down the numbers in
acting classes.
15) Perhaps partly because it is in Bristol, and so teachers cannot put in small blocks of
teaching at two or three schools of the same sort across London, there is a high
proportion of full-time staff at BOVTS. For example, the head of each core
professional area (movement, voice etc.) is full-time. Staff and students feel that this
helps the school to maintain continuity and stability, and balances the variety brought
in by visiting part-time and guest staff. It also enhances communication.
16) Managing change in the school is also dependent on good communications with
students, who, for example, can easily be unsettled by mid-course staff changes. The
school has a clear structure for student representation. Each term there is a
staff/student liaison meeting for acting and for production students. There is also a
termly governors/students meeting. Student reps meet a week or so before this
meeting so that detail can be teased out and the meeting properly prepared for.
Students value having a formal structure; they feel that the fact that they are
represented to teaching and management staff and to governors means that
consultation and discussion is being taken seriously. In addition to the successful
formal channels of communication, informal communications are very good. It is
clear to students that staff discuss and communicate well with each other. Students
describe the working relationship as demanding but based on support and respect
for the individual. They feel that the balance between teamwork and attention to the
individual is highly successful
Managing change in the profession
17) BOVTS, probably like every other drama school, worries about the fact that young
actors want to do stage work and the successful traditions and still the core of current
training is stage work, yet the majority of jobs most actors get will be in front of
cameras and microphones. The Principal wants more TV and radio work in the
school; the students are full of praise for the facilities at Christchurch studios, and the
mike/camera work they already do.
18) The Board of Governors brings financial, legal and property expertise to the school,
in addition to theatre and broadcasting expertise, and governors ask all the valuable
and difficult questions that senior managers value if their plans are to be properly
tested out. The Principal sees them as invaluable in helping the school navigate its
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way through the external, rapidly-changing professional, legal and financial context.
(Some schools do not have such a formally-constituted, closely involved panel of
advisors or governors.)
“Quahili:” making use of quality assurance and assessment
19) In common with performing arts trainers everywhere, the proliferation of external
quality assessment and the demands of formal qualifications, with associated jargon
and formal procedures, has not been greeted with entirely unalloyed delight at
BOVTS – but the Principal and at least some staff are clear that it was harder to
achieve consistency and to exemplify and express standards before the courses were
turned into University of the West of England qualifications. The school offers, and
can show that it offers, consistent training to a defined standard, and the Principal
thinks that benefits have come about from being required to think about what a
professional standard actually is, and to express it. Principal and staff agree that the
assessment system is robust and transparent, and subject to moderation and
discussion. The staff also think an important part of what they do is to humanise
and bring to life the language of assessment, so that it reflects the individual nature
of each student’s work, and the staff’s own personal investment in the success of
that work. It requires consistent attention from core staff to a complex system of
training and assessment, coupled with a close knowledge of each student. Again, the
value of small classes was emphasised.
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Visit to Laine Theatre Arts (LTA) 8th February 2007

Annex 5

Report of discussions with students, teachers and principal
The School
1) Located in Epsom with good rail and other public transport links. Students like it as it
as it’s not London prices and you are “off the tube.” Bit pushed for admin space but
good studio facilities. The school is driven by the market for performers and provides
1/3 dance and 2/3s musical theatre training. Students of 16 live in lodgings and at 18,
student houses. The school maintains a list of accommodation. Around 50% of
students do part-time work.
Students
2) Students found leaving home a bit scary. “Everything seemed brand new; when you
return home (after living away) reality strikes.” Students feel safe in Epsom travelling
and socialising. They concentrate on the same places to socialise; first years are made
welcome. Social life is expensive and limited, your life during the daytime life is very
different to what others experience, which makes up for it. There are friendship
groups within the student body, but everyone knows everyone else and there is a
collegiate feel. People are supportive if competitive. You are surrounded by talent.
This can be frightening. Summer school helps you to adjust. There is help and
support for those who need it. You can find someone to trust possibly a tutor or
someone else.
3) The school uses student year reps, a council and students have a voice in the school.
Students have access to the principal, assistant principals and administrator.
4) Students are taught to be healthy and in good physical and mental condition to
succeed. They say it’s tough training for a demanding occupation.
Auditions
5)

The school uses experienced teachers and staff to conduct auditions. Students
perform prepared ballet, jazz and a singing solo. Large numbers, 800 – 900, compete
for 70 places. They look for talent_ as the course will train students. The audition
covers a range subjects that align with the course. Boys have a separate day. Overseas
students send videos. They find no need for individual interviews, as there is adequate
opportunity for informal chats during the singing and dancing solos. The assistant
principal prefers to observe students doing a class, rather than to see pre-rehearsed
pieces. Auditions are designed to let students show what they can do across the piece.
Students thought that they had every opportunity to do their best. Recalls are used for
funded places, if it is necessary to look again. There is also opportunity to chat. Ballet
offers the simplest opportunity to demonstrate skills.

6)

As with other schools, looks do matter at audition. Being very overweight would
act as a “knock out” factor, as would anorexia. Likewise personality matters too. It is
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no good being attractive but dull. A mix of performance, body shape and personality
are sought. Students explained that: “It’s an image conscious environment and you
are joining it.”
7)

The school knows what it does and makes this clear to applicants at the outset,
“Tell people what you expect and what they can expect.” The training on offer and
intended employment progression are clear from the outset. If applicants want or
are better suited to something else, e.g. ballet, they will be redirected to more
appropriate courses. Applicants may not meet dance standards but may have good
potential for singing and acting courses elsewhere.

8)

Students are notified of the outcome of the audition in writing. Telephone
feedback and some tactful steering are offered where appropriate.

9)

One tutor questioned whether the pressure of auditions was a good thing for
students. It is essential but puts them under pressure. Failure is expensive at £35 a go
and can have a negative impact on individuals. It is important that students know
which schools are best for them before seeking an audition.

10)

Some students are not properly prepared for audition. Pre-audition visits can
help. Feeder schools should prepare applicants. The Royal ballet school offers open
days to teachers so that they can see what is required.

11)

Asked about who chooses whom at audition, students thought it was a two way
street. They chose the school and the school chose them. Most of those interviewed
said that they liked the place when they saw it and wanted to come and enjoy it. They
said that their parents were also impressed. The principal made everyone feel
comfortable and parents were shown a video about the school.

Teaching and Learning
12)

The school uses a progressive system of teaching to make the pace of learning
more demanding. Each class is a progression. Skill-based learning is a ladder that you
continually climb. Tutors explained that dance is structured on a 300 year old system.
There is a vocabulary, both quantitative and qualitative learning to cover. You must
respond to the group in front of you. There is room to interpret the progress. You are
looking for different things and set the pace according to what’s happening. Back
chasing is important, i.e. reinforcement by going back and adding to what has been
learned.

13)

They are piloting a new system for recording assessment. This gets students to
think about their strengths and weaknesses and to record and plan the way ahead.
The system uses circles of achievement. One set of concentric circles represents
technical ability, the other confidence, motivation, artistry and visual impact. The
sheets showing these circles are completed at assessment. It helps students to see
where they are so that they can review, develop and assess progress. This is being
piloted in ballet initially for a year. The school will evaluate this before deciding on
whether to roll it out.

14)

We discussed the general view of students in all schools that they would like more
feedback. It was thought that feedback is important but that this should only be given
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where well deserved. However, it was inevitably rationed by the limited time that
tutors have to observe individuals in classes. Tutors stressed that satisfactory is an
acceptable standard at professional level. This is professional training not education.
It was suggested that students should interpret the lack of correction as positive
feedback. One tutor stressed that you need feedback in order to learn and progress.
One student said: “You can ask for feedback_ not everyone can be told (how they are
doing) all the time. (You have to) make it happen for yourself!” Another thought that
feedback is vital: “Teachers know what you are doing_ they can tell you if your
technique is not right.”
15)

Tutors praised the good staff: student relationships that allow an open dialogue.
Students can take guidance. They thought students were required to take
responsibility for themselves both their living arrangements and their learning and
timetable.

16)

Asked about her views on why students interviewed in the schools visited thought
that sometimes the demands of learning eclipsed the enjoyment, the assistant
principal thought that performers’ highs and lows would have an influence. A tutor
said: “Dance used to be a release from stress, now it is often the cause. Pain, strain,
endurance and effort that’s the business. If you stand too close to the fire you might
get burned.” Staff agreed that enjoyment is perhaps not the right way of describing
the feeling from demanding learning; they were more comfortable with the idea of
the satisfaction that comes from achievement.

17)

The assistant principal agreed that students derive most pleasure from
performance. She saw lots of opportunities for this from the start with the Christmas
show. Students did not do public performance until year 2, to prevent a negative
impact from parental pressure. First year students performed in a double studio in
front of peers and staff. A student said: “Performance is the key to showing what you
can do and getting enjoyment.” Students are protected from casting directors in their
second year so that they can complete their training without being enticed into
employment.

18)

Students said that they get most enjoyment from getting results; learning
technique and style. “It’s like Rocky, he does all the training and then wins the fight.”
They ask themselves if they should be there: “Am I good enough?” “Passion drives
you. You work hard. That’s why we are here.” “We chose to be here and want to put
the work in. The school chooses the people that will do it.”

19)

The school uses some video to support training but finds it time consuming.
Video is used for assessment once a term. This provides an opportunity for people to
observe but performance does not translate well to video. It is used for end of year
shows. It shows every aspect of performance/technique when played back slowly.
One student thought that the mirror is as good as video for working on individual
corrections. “Everyone learns in different ways. Not everyone wants to see videos.
Some prefer to trust the teacher. They know.”

20)

Laine is another place where discipline is the natural order. Students like it but
occasionally those in their third year object. As with other schools smoking is a
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matter for the students to decide on and, and also like elsewhere, some of these
otherwise virtuous students do decide to smoke. There is a view that it is not
uncommon amongst performers. Staff do pester students about it.
21)

Timekeeping is an area where there are rules and sanctions by way of delayed
termly sign off and reprimands, for offenders. Verbal and written warnings are also
used. Students are required to complete warm ups for high activity dance. The
principal interviews persistent latecomers.

22)

There is a physio on site two mornings a week. The physio charges students but
all are covered by insurance. Where students are injured they are required to register
everyday and to carry an injury card. They must attend and observe the classes that
they would have followed. Getting back after an injury is psychologically difficult, so
it’s better to remain in touch. Students who are away loose trust in their bodies and
need strength of personality to resume the training.

Progression
23)

The school has its own in house agency to manage professional engagements
until students leave. This vets contracts, checks conditions and performance
requirements. Students are matched to opportunities in the industry. This negates
the need for external agents until students leave. Students can do up to 9 weeks in
pantomime.

24)

Staff did not think it wise to let students leave their training (for work) early
except in rare exceptions. It takes 10 years to train a dancer. “There is no such thing
as a perfect performer, when you know most you are too old!”

25)

The agency arranges auditions for post course work, provides auditions classes
and assists with CV preparation. Presentation involves:
a) Preparation for physicality
b) Understanding of classical tradition
c) Dress and make up
d) Arriving on time and knowing what to take; and
e) Being psychologically prepared for questions.

26) Students value getting paid and being employed. You have to pay your way. Their
expectations were of a competitive market with many graduates. “You must be well
prepared and we are.” “You need singing and dancing. It’s vital that you get your
preparation right. You need to complete the course before being seen by casting
directors. You don’t want to let the school down.”
27) Qualifications were seen as something that would be useful after dancing. The Trinity
curriculum was seen as very open, non prescriptive and open to discussion. Students
thought that parents valued the qualifications. It helped that Trinity qualifications
were recognised as degree equivalent. “You are here to learn performance,
qualifications are a bit of insurance.”
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28)

Quality issues
a) The assistant principal thought that the quality of the teaching staff was of
primary importance; good teaching, individual support, exposure to school
and external demanding theatre-based staff and a balanced approach, followed
by leadership and the standard of students.
b) Students valued former students who come back and tell you what’s
happening. They are really inspiring. They teach you the repertoires from
different shows.
c) Students liked the fact that their tutors were honest with them. Teachers were
successful themselves and success breeds success. An eclectic mix of young
and old staff. We are benefiting from experience and training at a place at its
peak.

Quality Indicators
d) The assistant principal thought that students should be able to learn new
routines accurately straight off in their 3rd year. Tutors mentioned
concentration on learning new routines; understanding sequence, Also:
e) Extreme physicality: flexibility, strength.
f) Ability to compete. In Budapest dancers are learning English and will add to
an already competitive market.
g) Looks and nous.
h) Students valued mock auditions. Their ideas of what constitutes quality
include:
i) Technique
ii) Style
iii) Theatre etiquette
iv) Being groomed for the theatre and working in it
v) Being a “Laine student” both in performance and organisation.
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Visit to Preston College

15 January 2007

Annex 6

Report of discussions with students, teachers and principal
The School
1) The dance school at Preston is unique in being a fully-fledged dance school operating
as part of the college of further education. It offers qualifications at level 3 (advanced)
level, and specialist dance qualifications. It is special in terms of funding; students of
16-18 attend for free and are entitled to apply for Education Maintenance for support.
They are in effect on the same basis as students in 6th forms or colleges undertaking
“A” levels or vocational training. The college provides a fully funded option that is
very attractive to dance students and their families. Oddly, this opportunity is fairly
unique for young people who want to undertake professional dance training. Access
to specialist training is normally only available in the private sector or in Higher
Education and involves either fee paying or scholarships, e.g. the Dance and Drama
Awards in the private sector or top up fees and student loans in HE. This makes the
training more widely accessible and attractive.
2) The school is clear about its position in the market. It provides all round dancers for
commercial theatre: musical theatre, cruise work, cabaret, teaching in private schools,
etc. It is not training classical ballet dancers.
3) The school is sited on the college campus along with the canteen in a separate modern
building. It has very good studios. Students laughed about learning about the diet that
they need to dance, and then going into the canteen to find nothing suitable! I
understand that recent student focus groups have changed what is provided in the
canteen. They also thought £2.50 a meal was too expensive. In some ways this
separation represented the wider relationship between the dance school and the
college. The best links are between dance and college staff. The dance teachers felt
that the college was proud of the motivation of its students. The students thought that
the other students did not really appreciate who they are and what they do. They also
did not feel involved in the wider college’s social events. This may have been partly
to do with the split site. Within the Visual and performing arts academy there was
much more cross college interaction e.g. models for hairdressing shows, dancers for
music videos, social events at 52 degrees student union nightclub.
Students
4) Many students have to work to help fund living and learning costs. Some had
struggled with managing money, paying for lodgings, getting to know themselves or
making friends initially. One student said that you work to earn money and therefore
spend it sensibly. “You grow up when dad’s car drives off!”
5) There was unhappiness about the way that Education Maintenance Allowances had
been assessed in some cases. “Why assess them on parental income if you do not
receive parental support?” Working makes you tired when at college. Learner support
funds were helpful but were falling and therefore not sufficiently available.
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6) More than the usual number travel daily to the college to benefit from its unique
access and funding arrangements. One student was: leaving home at 6am every day;
getting back or working at 9; working Friday through the night and combining work
and home work at weekends. Asked about his social life, he confessed that this was
on hold until he’d completed the course.
7) Students thought that they gained confidence, “seeing yourself in the kit helps.” Other
students laughing at you takes a bit of getting used to. Student reps are supportive and
had raised a number of issues from bullying and smoking bans to slippery floors and
the introduction of the salad bar. They were also mindful of the need for confidence
to perform and that getting work would be very competitive.
Auditions
8) The school has a sensitive approach to auditions. It offers interested young people a
day’s involvement in normal classes before they come to audition. Audition is a
nerve-wracking experience for both students and parents. It is student focused and
seeks to keep applicants informed and supported throughout the audition.
9) Auditions are open to all comers. Students must be at intermediate level in at least
one subject. Subjects available include ISTD: Ballet, Modern, Tap and national,
RAD, “A” levels and “AS” level Physical Education which complements dance. The
latter has become increasingly attractive relative to “A” level dance which requires a
more academic approach. Students said that the PE and dance provided good variety.
10) Students perform solos, which they know and this puts them at their ease. They are
observed by 2 members of staff while they undertake:
a) a ballet class and point work, if they have prior training;
b) jazz class; and
c) singing.
11) They have a physiotherapy assessment undertaken by the Everton Football Club
physio who also works with the school during the day where possible.
12) Staff value the way that decisions on applicants are made by a panel. They discuss
each applicant and take account of different views on performance, ability and
potential, before deciding whether to offer them a place. Students are told whether or
not they have a place or, if there is a doubt, a second audition on the day of the
audition. They may attend for a week or 2 days of classes before the audition, if that
would help.
13) All students who are offered a place are given an interview. This is to agree their
preferences and expectations. There are many who want to do the teaching
qualification. Applicants are expected to be articulate for this. The programme
coordinator does not like to put applicants through an interview if they have no
chance of getting a place.
14) Boys tend to be less well prepared for audition, as they are likely to have done less
training. They have to do their best. However, they will have shown determination
Northern Ballet School The Dancehouse 10 Oxford Road Manchester M1 5QA
Consultants : Martin Camillin Associates Ltd Phone/Fax 0114 2302628 mobile 0774 8708028 martincamillin@dsl.pipex.com
10 December 2007

Page 53 of 80

Excellence in Training for the Performing Arts
A Northern Ballet School Project Sponsored by the Quality Improvement Agency
and commitment to have decided that they want to dance at 16-17. They sometimes
do not realise just how demanding the training is. Students thought that the boys had
more lenient assessments linked to maturity and muscle tone. One girl was surprised
at having to put their hair up and by the strict dress code. Students liked the
atmosphere.
15) Successful students have a 4-5 week induction period. This allows the student and
the school to decide on whether to commit. After 3-4 weeks there is a review and the
option to continue or transfer.
16) Students are told a definite yes or no on their first or if appropriate second audition.
All who are accepted get an interview to confirm what they want to do and get out of
the course. Dancing all day is a massive commitment and this needs to be fully
understood from the outset. Those who want to teach are expected to be articulate.
Teaching and learning
17) Students’ courses (ISTD or RAD) and minimum target levels are set at the review
during induction classes. The numbers of classes in each discipline are set in relation
to the numbers of students who are proficient at each level. The college supports
smaller class sizes for dance relative to other subjects because of the demands of
teaching the disciple. The college also funds teachers of dance relatively well in
relation to the wider sector.
18) Staff try to get their classes right in terms of level, length and difficulty relative to
students’ ability. The intermediates are split into different levels to ensure that
students are taught at the right level. Tutorials are used for discussion and feedback.
Staff follow a scheme of work that is designed to meet the requirements of the exam.
They start with the simplest exercises and move on to more physical, artistically and
technically demanding.
19) Staff stressed the importance of encouragement, praise and feedback, recognising
that it could be soul destroying striving for perfection. “Students do get frustrated,
even though they are doing well and improving. They are shattered at 5pm. They
are passionate, frustrated and competitive. You can only strive to achieve
perfection. The human body is a piece of kit to be developed.”
20) Students are taught about:
a) taking responsibility for themselves and their learning;
b) “warm ups”. Students must do 10 minutes, and “cool downs” after dancing;
c) diet and health, some still choose to smoke;
d) the importance of punctuality; and
e) not socialising during the week, so that they are at their best for course work.
21) Boys tended to have separate classes to girls, as the work is so different. They can
also be a bit intimidated; accounting for only 9 of the 120 students.
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22) Students found their classes inspiring. They welcomed improving their skills even if
only by little steps. They welcomed attention, praise and corrections and got a “buzz”
from feedback. You need it whether positive or corrections. Teaching keeps you
motivated. You want to impress. It’s good that teachers don’t shout and respect you.
They felt that there was some favouritism, in terms of attention and feedback, for
either individuals or groups. “It’s down to you to give 110%.
23) The staff are mainly part-time. There is a mix of school and freelance staff. 2 have
danced professionally. The staff felt that they were part of a team that was focused
on helping students to do well. The director values: good teaching, experience,
dedication and professionalism. Tutors must be aware of the nature and progress of
their groups and any special needs, e.g. learning difficulties. There was an absence of
teachers who are currently performers and greater reliance on visitors and former
pupils joining sessions to add responsiveness and relevance.
24) Staff development includes working for: the certificate of education, ISTD in service
training, NLP psychology in teaching and lesson observation. Staffs from the college,
not involved with dance, and external consultants are also involved in lesson
observation.
25) The school uses:
a) a visiting choreographer for contemporary dance, street jazz etc;
b) system of student representatives and meetings to give students a voice;
c) a “traffic light” system of verbal and written warnings to enforce discipline;
d) teaching projects with primary schools. Students assist by working with pupils
in dance and PE. This gives them a chance to use their expertise and to gain
teaching experience;
e) one-to-one sessions with the director. all students have the director’s mobile
number; and
f) paid secondary work relating to their learning. This is a good fit with the course
and helps with development.
26) Students showed some interest in having occasion videos of their training to support
training and the desire to see mistakes at first hand.
Progression
27) Some students use agents in Manchester. Students were pleased that a member of
staff has been designated to help students make the leap from training to employment.
They welcomed the: audition techniques, help with make up and CVs, hair etc from a
former professional dancer. She also pinned up forthcoming auditions and encouraged
students to have a go.
28) Staff said that most students do well on leaving their courses. They are prepared for:
agency visits and auditions. They pass their qualifications and get work in West End
Shows, cruises, teaching etc.
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29) Students were generally confident about getting work. They thought that boys were
more likely to get work, provided they were strong.
Quality Issues
30) Staff thought that good teaching was about:
a) caring;
b) treating students as individuals and respecting them;
c) sharing your passion;
d) putting students first;
e) being prepared to be organised!
f) multi-skilling, training with variety across different genres;
g) performance. More of this would be a good thing. Students need to show off what
they can do and gain experience. Unfortunately, the school has to buy public
performance space which is difficult. Therefore public shows are limited to every
2 years.
31) Students valued:
a) public performance. “The best bit is to be on stage one year and choreography the
next.” “There is not enough stage work. The showcase is good but exams
dominate.”
b) work experience, albeit unpaid sometimes;
c) feedback and respect; and
d) qualifications were seen as very important. This may relate to the interest in dance
teaching at the school.
Wish List
e) A stage; and
f) more studios, more classes and to finish early.
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INTERVIEW WITH INDIVIDUAL EXPERTS
Introduction
These interviews were done part way through the project when a number of important
themes had begun to appear. These include: students’ desire for greater feedback and
more performance opportunities; the things that matter to students in terms of
development and satisfaction. Other issues included the value added by using a mix of
teachers; those with a school and professional or performance perspective.
Interview Sally Issler Dance Consultant and CDET Board Member

Annex 7

General
1) Whilst not a dancer herself, Sally worked with a company for a number of years.
Sally explained that a concern at present was the degree to which training was
responsive to employers’ needs. CDET was running an event to help providers meet
the profession.
Audition
2) Sally suggested that some schools took a too narrow and traditional view of the
market for graduate dancers. West End was possibly not a sufficiently wide focus for
employment skills. The cohort of students could be a better reflection of the
population/community. Were we keeping abreast of: technology, entrepreneurial
skills, and globalisation?
3) Selection of students. There are increasing numbers of opportunities in the sector for
those who are not performers. How are these growth areas provided for? The
numbers of “would-be performers” interviewed is vast and expensive at £30 per head
per school. Audition fees can limit open access.
4) The age at which some learn musical theatre may have been kept too young. It is
important that applicants are ready in all respects to undertake the training.
Key issues for audition
5) Are selection criteria at audition sufficiently broad?
6) Do we get the best candidates and ensure that individuals relax and demonstrate their
passion, commitment and interest? How do we know that they will be able to take the
“knocks?”
Teaching and Learning
7) We discussed the universal desire by students for more feedback. Sally pointed to the
situation that students were in; young, isolated and possibly vulnerable in different
ways. It was important that they get genuine feedback and that they are helped to
understand how to take and use this constructively. This needs to be part of a
multiple strategy for assessment.
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8) Sally pointed to the structure of learning dance. It is still passed on under the
“master/apprentice” model. Assessment methodology is based on formative
assessment and peer review. Tutorials and careful use of video can be of assistance.
9) We discussed students’ desire to perform. Opportunities were sometimes too limited
although some schools used community and in house opportunities well. The
concentration on technique and internalised review needed to be complemented by
increased exposure to a more external audience to put the repertoire in context.
10) Progression relies on getting the balance right between the implicit and explicit;
knowing and developing the body and expressing the teaching/learning. You must
help students to “unlearn” poor technique. You build capacity through regular and
stretching and varied classes. Development of different routines provides a
vocabulary that teachers can use to move the learning on.
11) Sally supported Peter Nelson’s (Ofsted) view that you add value to the learning by
using a mix of school and performing staff. The former provide the consistency and
ensures that the teaching scheme is pursued; the later bring the benefits of live
performance and professional standards to bear. Former students who return to take
part in classes or prepare for auditions also bring professional experience; teaching
new routines and style.
12) Sally thought that the students’ appreciation of discipline related to the nature of
preparing for any elitist profession. Only the best succeed. It is natural that they will
seek to adopt the dancing disciple and internalise it. It becomes a way of life. Some
teachers think that standards have been eroded, but the established rules will ensure
that it is not at risk.
13) Sally saw benefits in qualifications for transfer, progression and to regulate funding.
There were dangers that ISTD could be restrictive if allowed to set the lowest
common denominator.
14) Government intervention via QAA and Ofsted had helped the smaller schools to
identify themselves and provides consistency. However, expertise in the best schools
and awarding bodies may now have exceeded Ofsted’s own capacity.
15) Monitoring progression by way of graduate destinations was seen as excellent in
principle, but difficult to achieve in practice.
16) Students leaving courses early was partly a matter of differential maturation of
students. What is best for the student and best for the school may not always coincide.
In some cases students may be suited to leaving early. In the past schools had been
able to prepare the very best students in 2 years followed by a period “improving”
while performing. There has been an erosion of the links between schools and
companies, graduate companies, with the resulting loss in assimilation and
development.

Northern Ballet School The Dancehouse 10 Oxford Road Manchester M1 5QA
Consultants : Martin Camillin Associates Ltd Phone/Fax 0114 2302628 mobile 0774 8708028 martincamillin@dsl.pipex.com
10 December 2007

Page 58 of 80

Excellence in Training for the Performing Arts
A Northern Ballet School Project Sponsored by the Quality Improvement Agency
Interview Prof Jonathan Neelands University of Warwick

Annex 8

General
1) Jonathan was concerned that dance schools were clear about the nature of the
training on offer and where it will lead. There needs to be a close match between
what students want and where they end up; a form of cultural responsibility. The mix
and level of training need to be kite-marked in relation to progression. Students need
to know where they can expect to end up from the outset.
2) You should be able to substantiate any requirements for looks in relation to size or
body shape. The mind is just as important as the body when auditioning. We
discussed whether intelligence was the same as the need for dancers to be able to
learn, i.e. being able to pick up new routines quickly. Bright people learn quickly.
Warwick’s evaluation showed that talented dancers with Dance and Drama Awards
students had achieved well in their prior academic learning, as measured by GCSEs
and “A” levels.
3) Jonathan thought that the rights of the individual needed to be taken into account
alongside the school’s views of what the market needs. He had concerns about just
trying to fit perceptions of the market mould at the individual’s expense.
4) It was important that individuals were given help to prepare themselves for, and their
expectations of, auditions, e.g. using Saturday softeners, videos, sharing a common
language etc.
Teaching and Learning
5) Dancers had to be disciplined if they are to maintain their shelf-life. Jonathan thought
that the great passion found in young dancers was common to other gifted and
talented students in different subjects. It was also the nature of the profession to be
confident, prepare for auditions and to perform. He could see why some casting
agents may attempt to recruit students before they had completed their training, but
thought it was “ethically responsible” to make them wait.
Progression
6) At a recent seminar it was alleged that not enough attention was paid to preparing
students for freelance work.
7) Jonathan thought that there was an onus on the schools to help students to get into
their training trades. Schools should live up to their promise of dance or musical
theatre. If students had the talent then they should not be let down. Schools needed to
avoid any wild claims and should prove that they could deliver the promised
outcomes. The Equity Workforce Survey showed the schools that achieved the most
included those with Dance and Drama Awards, members of the Confederation of
Dance Schools and the Council for Dance Education and Training. The acid test is
weeks worked and wages.
8) Course that claimed to provide pre-specialist or foundation training should be kitemarked as such.
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Annex 9
Interview Maggie Morris Trinity College London, freelance consultant and former
dancer and artistic director
General
1) We discussed student’s hunger for public performance opportunities. But it is difficult
to present students when they might not be quite ready. In spite of this performance is
an important part of the learning process. You learn most about performing when you
have started working in a company and perform every night.
2) Maggie saw dangers in students leaving early. There is a lot to learn in dance, you
need the technical skills and understanding to support a long term career. Students
could damage themselves and their schools by leaving to get jobs before they were
ready. Drama is different. She liked the idea of casting agents at rehearsals and
mock auditions, but recognised how difficult it is to get them there
Audition
3) Things that help include:
a) information
b) feedback during the process
c) discussion with other students
d) feedback if rejected
e) steering to more suitable opportunities; and
f) workshops for those auditioning with students already in training.
4) The key to effective auditions are: talent, preparation and the opportunity to show
what you can do. All must be present for successful auditions. Then the talent must
be nurtured in the training. Some prior learning and qualifications could give more
scope for individuals to be able to demonstrate their potential. Students must be able
to develop technique and technical ability.
5) Potential can be assessed at audition in relation to many factors including: dance,
music, rhythm, creativity, confidence etc. Opportunities to show these attributes and
skills are not confined to ballet class or by doing a monologue.
6) Schools should not rely on photographs in selecting students for audition. Though
there is a specific ‘look’ required for many dance jobs, ballet, musical theatre and
other forms of dance, the range of needs across the sector is very broad. Weight is a
sensitive issue, but it should not be a deciding factor in training. Many students
change drastically in physical appearance whilst in training, and soon after leaving it.
Most classical ballet companies require a very specific physical look and size.
Students’ bodies change between the ages of 16 – 21. Performers need to
communicate and express themselves with confidence. They may become fitter and
slimmer when they have trained and are ready to work. There is no need to worry
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unduly about looks, an aesthetically pleasing look can be developed; the choice is
how and when. Only individuals can decide about their weight. Size does matter in
dance and other students do comment but you cannot stop this. Schools can advise
but should do so discretely. Looks do dictate when and what work you will get. But
the range of jobs wanting different looks is great.
7) Spotlight is one of the tools that is used to aid selection for audition/employment. (As
the spotlight website says:
"A CV with voice and/or video clips is very helpful, as it gives additional information
about the actor and can be e-mailed and accessed from different sites by producer,
director and casting director."- Janie Frazer, Casting Director, LWT). Spotlight has
just started a dance publication and it will be interesting to see the value of this in the
dance sector as it becomes established.
8) There is still a need to increase access to male students and BME. Therefore entry
requirements do differ (at audition) for boys and girls. The access issue is a very
difficult one for the schools. There is not sufficient pre-professional training to allow
with widening of participation in the highest level of professional training schools. In
order to widen the access brief many schools have to instigate foundation courses in
order to try to bridge this gap and give. It is vital that candidates audition for the
“right” training for them. To go to the wrong place could destroy their talent. The
challenge is to identify potential and to develop talent.
Teaching and Learning
9) Discipline is an essential element in dance training. Those training for dance need to
have a passion, they know that they are good and have high expectations. They
mature as they train. They have to keep up this way of life for their whole career, and
invest in training so that they can audition for work.
10) . Keeping healthy is a constant challenge within the rigours of dance training.
Students need to be aware of how to eat and drink healthily and how this can support
their technical and artistic development. Dancers have to be highly intelligent to be
able to succeed in the profession. The concentration and focus needed is great. .
11) The ability to pick up new material quickly, remembering and reversing work are
essential skills of the professional dancer. Auditions require immediate learning or
you have no prospects of work. Choreographers expect you to remember and
perform dance sequences immediately and to be able to repeat them.
12) Students’ have a widespread desire for more feedback. Good teaching requires
knowing when to give good positive feedback for both physical and mental
development. Favouritism and hierarchies for feedback were not good. Some of the
most difficult students are often the most gifted and talented.
13) Feedback is essential to the assessment process which should be integrated into the
learning. As a minimum, there should be regular class assessment. It is best practice
for some assessment, whether solo or group performances, to be assessed in front of
professionals, e.g. directors and/or panels if at all possible. This should result in
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marks and areas for development being identified and pursued. Students value this as
they are getting outside professional advice and feedback. There is a danger in
today’s climate of over assessing students. Regular feedback is essential, assessment
is only really necessary to clarify successful progression.
14) Formative assessment needs to be continual and supportive of individual’s progress
and needs. Formal feedback is via course work grades and reports. Summative
assessment can be linked to an annual review as described above.
15) There is value in using video occasionally, e.g. linked to review, but not too often.
Teachers may worry about time lost for teaching technique. It can help to progress
learning massively. Many professional dance training schools require students to
watch classes while injured, so that they can keep up with the information. Students
will be given a recovery programme including floor and bar work, and Pilates to
develop strength. It is essential that students learn both how to look after their bodies
when they are injured and more importantly how to prevent injury in the first place.
Progression
16) Maggie had enjoyed her career as a dancer. “It has extraordinary discipline. When
you go touring you leave everything behind but it’s a great career if that’s what you
want to do. A performer lives to perform. Short tours can be disappointing if you
enjoy touring and performing. People need to be warned of just how hard it can be; in
practice if you do not love it, it’s a nightmare of a career. If you are committed, you
take all of that on board and it’s a delight; if not it would be too hard.”
17) Attaining work is all down to auditioning. Though as one builds a reputation as a
dancer this also supports a dancer getting good work. The working life of a dancer is
a short one. Dancers often start to feel the pace in their mid 30’s. As you get older,
your body changes; energy levels fall. People want families and that is difficult when
a dancer is touring. Many dancers move on in later life to teaching, choreography, or
running companies.
18) Qualifications can be helpful to students when they have finished their dancing
careers. There are few qualifications which focus entirely on the high level of
attainment in technique and performance required within professional dance training.
Only Trinity College London focus on these skills at levels 4-6 of the QCA
framework. BTEC diplomas can do, but may equally relate to management and
administration. HE degrees may be more: academic, research or taught rather than
performance based, it depends on the provider rather than the qualification.
Qualifications can be supportive to learning and should be designed to equip students
for the employment that they want to secure. It is essential that attaining
qualifications does not get in the way of professional training but come as a result of
the training. Otherwise the sector may be forced away from the provision of the skills
which are needed for professional dancers.
Key quality issues
19) To what extent does the focus and learning within dance training stand out
amongst other kinds of learning?
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20) The relationship between the teacher and students should have developed by the
end of the second year. It is valuable to observe this. The level and ease of
discipline and focus.
21) The importance of hearing the student voice, but knowing the professional voice.
Key quality indicators
22) Summative performance needs to be monitored annually. This is about standards
and external professional assessment.
23) There is a flaw in the inspection model which relies on irregular “dipstick”
analyses. A judgement cannot be made about the standards of training in dance
without seeing the results, which in the case of dance training is not ‘marks’ but
performance.
24) Progression routes. To what extent are graduates meeting their intended
destinations; the number and nature of working assignments relative to objectives?
Are schools aiming high enough?
Students need an individual assessment of where they are at certain stages. How do
they stand out in their year groups? This comes from observation during performance
across the years.
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Annex 10
Interview Mike Nicod DfES 14-19 Policy and Local Delivery 19 January 2007
General
1) Mike is responsible for managing the work that flows from Ofsted’s 14-19 area
inspections as well as the DfES’ 14-19 Progress Checks which were set up in 2006 to
monitor progress on the government’s 14-19 reform agenda. As part of this work, he
is concerned with the quality of provision in further education. Our project falls
within this broad remit. Most of our discussion was about the Department’s 14-19
reform agenda and its approach to quality assurance within this general context.
Details of the 14 – 19 strategy and inspection arrangements are given below but this
can only be a simple overview. A more detailed description of 14-19 etc exists on
the DfES’s website.
Provision for Quality Assurance in further education
2) DfES commissions Ofsted to:
a) look at performance figures;
b) visit and inspect schools/colleges; and
c) talk to students.
Area Inspection
3) Until recently DfES policy was to use Area Inspections to work with LSC and Local
Authorities to look at the adequacy and sufficiency of services provided by schools,
colleges and others across areas. The findings from these inspections showed that
areas varied significantly in respect of:
a) timetabling
b) syllabi
c) courses
d) adequacy and sufficiency (in relation to coverage and supply relative to need);
and
e) providing a local prospectus of what is available across a whole area
4) Most local stakeholders (LSC and Local Authorities) valued having area inspections
as a way of helping to drive up quality on 14-19 provision. How useful this approach
was, however, begun to be questioned – with the pressures to reduce inspection
burden and costs. Also, with the advent of Joint Area Reviews looking at education,
children’s services, etc more holistically, the need for continuing to have
a programme of full blown 14-19 area inspections became untenable.
5) Joint Area Review
Area Inspections have now ceased and been replaced by Joint Area Reviews (JARs).
These follow a 3 year cycle with 50 Local Authorities involved each year. These
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comprehensive multi-service reviews cover education, housing, ex-offender services,
childcare etc.
6) The 14-19 initiative is a major reform agenda that touches parts of both secondary
and further education. It identifies a particular age range and agenda for improving
the offer and entitlement that young people have across both academic and vocational
learning. The plan is that the offer will enable young people to choose and pursue a
broader mixture of provision. The intended greater attractiveness and flexibility of
this, together with other measures, should it is hoped, improve participation in
learning, reduce the numbers of young people not learning or working.
7) Linked to the strategy is a programme of reform of qualifications. The plan is that
there will be a new diploma with 14 lines or streams covering a range of academic
and vocational learning opportunities based on academic subjects and/or sectors.
These are intended to provide not just for those who are not academically gifted but
also to subsume or offer a real alternative to “A” levels. The plan is to roll out this
new initiative over a run of years, with partnerships and consortia of providers
offering the learning supported by Local Authority and LSC expertise and funding.
8) There is an important role for employers and Sector Skills Councils in supporting
the development of responsive vocational streams within the diploma structure.
There are development structures, funding and piloting supporting local consortia in
seeking “gateway” approval for regional and sub-regional schemes. The real test will
be to what extent the proposed “entitlement” to learning can be introduced with
effective coverage and quality from 2013.
9) National inspection arrangements have been re-focused towards the 14-19 strategy
and implementation plans. Instead of relying so much on inspection, the strategy is
essentially to use “progress checks” to determine how well Local Authorities and
partnerships are doing against the key performance indicators set. This includes
driving up the quality of provision as it is developed and delivered. Support will be
targeted on supporting implementation and development. The DfES also wants to use
a “buddy” system whereby areas that are doing well will work with and support those
that are behind.
10) Inspection will be used on a more proportionate basis relative to need, rather than
being governed solely by a cycle. Those institutions receiving high marks at
inspection will be given less attention relative to those with relatively poorer grades.
Self assessment will be given a greater role with the resulting information being
used to determine the need for inspection. Inspection visits will take place with less
notice to reduce artificial perceptions based on preparation and presentation.
Priorities for accountability
11) At area level the plan is to provide a mix of provision and choice for young people.
Local Authorities as the strategic leaders will be held to account for the provision –
relying on local partners (particularly LSC, employers and providers) to deliver
against the goals and milestones set out in the Government’s 14-19 Implementation
Plan (published in 2006).
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12) Schools will develop greater links with other providers and a wider range of choice
and provision.
13) Greater emphasis will be given to: the timetable, options, information advice and
guidance to inform decisions.
14) At institutional level good leadership and management will be needed to inspire and
motivate young people.
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Annex 11
Interview Jill Martin and Emma Kershaw LSC Learner Support Unit responsible
for the Dance and Drama Awards
General
1) Jill and Emma manage the operation of the Dance and Drama Awards which provide
scholarships consisting of much reduced fees and student support for some students in
a number of dance schools. Four of these schools: Northern Ballet School,
Millennium Dance 2000, Liverpool Theatre School and Laine Theatre Arts, are
involved in this project.
2) Schools that are Awards providers must have been quality assured by Ofsted, meet
tests for financial propriety and provide training leading to one of the agreed Trinity
College London Diplomas or Certificate to Awards students. The Awards are
designed to provide professional vocational training to the most talented students who
audition.
3) LSC uses the following arrangements for maintaining high quality for their Awards
providers:
a) Ofsted inspections to monitor teaching and learning, and leadership and
management. 70% of all courses providing places for the Awards have received a
grade 1 at inspection for provision, and 40% have received grade 1 for leadership
and management.
b) monitoring and evaluating widening participation, e.g. how successful schools are
at raising participation from currently under represented groups in the Awards.
c) open access and competition between candidates for scholarships, via public
auditions;
d) use of Trinity College London as the awarding and moderating body for the
Diploma and Certificates pursued by all students in receipt of Awards. In
2005/2006, 97% of students passed the qualification graded at levels 5/6 on the
national qualification framework by the QCA; and
e) management information shows drop out from training courses has been
measured at less than 10%.
4) Warwick’s latest evaluation and associated reports are available at:
http://www.dfes.gov.uk/financialhelp under Dance and Drama Awards, information
for providers and evaluation menu options. Their latest evaluation shows:
Equity Survey New Performers
20053
Survey 2006
Number of former students employed in the
ind str or teaching in the last 12 months

84%

72%

3

NB 20 of the top 25 performing institutions in the Equity survey in terms of employed were or are in the
Dance and Drama Awards
Northern Ballet School The Dancehouse 10 Oxford Road Manchester M1 5QA
Consultants : Martin Camillin Associates Ltd Phone/Fax 0114 2302628 mobile 0774 8708028 martincamillin@dsl.pipex.com
10 December 2007

Page 67 of 80

Excellence in Training for the Performing Arts
A Northern Ballet School Project Sponsored by the Quality Improvement Agency
industry or teaching in the last 12 months
a) 55% of the Income Assessed Student Support Fund payments were paid to
students from homes with a combined income of less than £33k pa.
b) The Awards allocations and funding are informed by an advisory group with
significant employer and Sector Skills Council representation. There is also a
policy steering group that advises on positioning, evaluation, provision and
participation.
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Interview Liz O’Sullivan Creative and Cultural Skills Council,
former dancer and stage manager 22 January 07

Annex 12

General
1) Liz stressed the importance of identifying talent early for a career in professional
dance. Physical and mental ability are both important. Considerable reliance is placed
on private vocational training providers for preparing professional dancers. Industrial
relevance is important. Sector Skills Councils look to the schools for best practice.
Entry
2) It’s important that those running courses manage the expectations of those
auditioning. There is a dearth of those with the triple thread (musical theatre
competences) i.e. dancing, singing and acting. They need to be told about graduation
and destinations data. They also need to know where they are being prepared for in
the market. Candidates and students need good careers advice.
Teaching and Learning
3) Proficiency is about learning to do steps in the way that the industry requires.
4) For dance you need: good technique, safe working practices; warm ups and cool
downs, attentive and engaging students, discipline, students who take personal
responsibility for their learning, social life and diet. Above all you need passion.
5) National standards are set for dance and monitored by a range of bodies including, the
Council for Dance Education and Training, Sector and Awarding Bodies, Ofsted etc.
These cover areas such as: technique, safe working practices, discipline, personal and
social skills, diet etc. There is a high degree of personal responsibility for those
learning dance. Above all they must have passion. The whole experience can be
satisfying, if demanding.
6) Students like opportunities to dance and perform on stage with lighting and sound
systems. They also like community opportunities. These allow them to show off
what they’ve learned. Whilst other artists may draw or make music, performing is
the medium for dancers.
7) Liz saw no harm or particular benefits in students being exposed to casting agents in
their second year of training. Schools do need to keep their students and fees.
Students leaving training early are neither a particularly good or helpful outcome if
they do not have the required technique and ability.
8) There are fewer boys than girls learning dance. They can afford to leave the training
till later. They must develop upper body strength. When they decide to declare their
passion for dance they are usually sure that that’s what they want to do. At that stage
they will learn quickly. They have a number of drivers. They are surrounded by
females, it it’s romantic etc. They are taught separately as they learn different skills.
They play important roles. Their exercises are different.
Progression to employment
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9) The Sector Skills Councils will be looking at pathways (to employment). They will
consider what employers value: interpretation and technique. Agents put the right
people forward. The right schools help. There are a number of filters impacting on
schools e.g. the Council for Dance Education and Training, the National Council of
Dance Education and Training and the Dance and Drama Awards.
10) The Corps de Ballet require looks, size, shape, hair style/colour, a good look.
Widening of access must mesh with the objectives of the schools and industry.
Spotlight works well for Equity. It provides a window for recruitment and keeping in
touch.
11) Dancers need communication and life skills to survive and succeed as performers.
CV writing, agents, behaviour and dress are vital to getting work. You must know
how to sell yourself. Presentation is important.
12) Auditions require honesty. Whilst you must be “body conscious” and use a mirror,
too much attention to one’s body can be damaging and brutal. Feedback is important
but needs to be relayed sensitively as young dancers are sensitive. They are
vulnerable because of their age and stage of development.
13) Those auditioning need to have a unique selling point, and know that that they will
need to start in the chorus. You have to be good at fitting in with others. Avoid being
a “Prima Donna.” It is better to be self-effacing.
14) Feedback can be brutal and there is a fine line between positive and negative
feedback. The industry is brutal. You just have to get used to it. Students need to
have something special to shine. Constructive criticism and feedback is desirable to
students. Your body is your intellectual property. It is not passive. Performance
generates a response which is important to development. Technique is the most
important thing. You must learn to be on centre before you can work off it.
15) Qualifications are most valuable for progression after dancing. They allow individuals
to go on to other work. Those with degrees sometimes lack experience. Dancers are
auditioned for work and you cannot fake technique. Those who have trained to the
appropriate standards should have expectations of working. Dancers have a relatively
short performing life span.
16) Teaching is a welcome option for former dancers. There are considerable skills gaps
to be filled. Fantastic dancers do not necessarily make good teachers.
17) Some key issues
a) Responsiveness learned from a mix of core and visiting professional staff.
b) Progression relies on:
i) uncompromising standards;
ii) personal effectiveness, based on an audit of preparation, knowledge and
technique;
iii) a broad based education wider than just dance; including liberal arts,
physiotherapy, medicine etc;
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iv) technical theatre crew: costume, stage management, make up, wardrobe, diet
and hydration.
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Annex 13
Interview with Peter Nelson - Ofsted Inspector and Former Theatre Practitioner
Background
1) Peter explained that Ofsted uses the Common Inspection Framework as the basis for
inspection of the majority of school and college provision, including specialist
performance and other arts based providers. This framework explores the
achievement and standards of learners; the effectiveness of teaching, training and
learning; the extent to which programmes meet the needs and interests of learners; the
quality of guidance and support; and the effectiveness of leadership and management.
2) When inspecting specialist dance and drama schools Ofsted use a small team of
professional theatre practitioners who are trained in inspection. These practitioners
have substantial industry experience and knowledge of professional training and can
judge the suitability of provision in preparing students for progression into the
performing arts industry.
General
3) There are a number of fundamentals that any provider should have in place to ensure
high quality provision. These include appropriate selection and entry processes, good
course design, high quality teaching, effective support for students, and a well
managed course. The aspects below are additional facets that may help to enable high
quality provision and good career progression opportunities.
4) A few performing arts providers receive enhanced funding in recognition of their
status as the primary trainers for the industry. This enhanced level of funding
provides increased freedom to the providers to select on performance ability and
potential at audition rather than students’ ability to pay fees. The concept behind the
Dance and Drama Awards and equivalent Conservatoire scheme in Higher Education
enable providers to recruit the best. Providers in receipt of this funding have greater
freedom to deliver challenging and vocationally focused courses, frequently with
higher number of contact hours, and smaller group sizes than found elsewhere.
5) Good provision invariably benefits from input from current theatre practitioners. The
closer teachers are to the industry the better. Generally providers have full time
course co-ordinators with prior industrial experience, who manage the provision and
oversee the work of visiting practitioners. The co-ordinators are normally trained
teachers. They need to provide support where necessary, and ensure that part-time
visiting practitioners have, or acquire, the appropriate teaching skills.
6) Dance requires significant physical strength and stamina. Dance technique is acquired
through daily repetition and development of practical skills over time. In many ways
it is probably more physically demanding than acting. Students need to be encouraged
to put in the graft as a means to an end.
7) As well as developing their physical technique, students also need suitable
opportunity to practise their performance skills. Developing as a performer is far
more than being a good technician. Performers need to experiment with and develop
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their focus, communication and aesthetic awareness. It is possible to be a very
powerful performer without having the best technique.
8) Students need to receive constructive criticism on their performance. Initially, this is
best fostered through peer and teacher review. However, as performers develop, this
needs to come from a more impartial, external ‘critical eye’. There are different
schools of thought as to when students should be seen by casting directors or
equivalent, particularly as providers do not want to lose students mid-course.
9) It is absolutely essential that providers foster a strong sense of discipline and
professionalism throughout a training course. This is important, not only in relation to
performance situations, but also to day-to-day attendance, punctuality, time-keeping,
warm ups, etc. Adverse ‘histrionics’ should be challenged. Performers should learn to
take responsibility for themselves and should appreciate and respect the commitment
they have to fellow company members. Although this approach may appear a touch
draconian, in an educational context the happiest and most productive companies tend
to have clear ground rules and expectations.
10) Courses are enriched by close liaison and collaboration between the professionals:
dancers, choreographers, directors, composers, designers, production managers and
musicians. Team teaching, particularly when focusing on productions, adds huge
value to the learning process for students, and mirrors a professional approach. This
benefits students and teachers alike, through generating a creative and iterative
process, and enabling teachers to share creative ideas and good practice.
11) Providers need to maintain strong industrial and employer links. Many providers also
run agencies, and put students up for work when appropriate. If carefully managed
this can be beneficial to the students. However the providers need to ensure that any
professional engagements do not interfere adversely with delivery of the main course.
12) Several providers, even at BTEC level, run a repertory style programme as the
backbone of the course. The course structure revolves around regular production,
interspersed with theoretical study and skills acquisition. Students can really benefit
from this approach, as it tends to integrate many of the aspects identified above.
13) One of the key indicators of the success of a provider is the proportion of leavers who
obtain high quality performance work. It is useful for providers to track the quality
and longevity of work over time, to measure the effectiveness, not only of the
teaching, but also the benefits and value added by the providers’ industry links. It
often takes up to 3 years for students to gain regular work. Therefore providers will
benefit from ensuring they can track the career progress of past students over that
period of time. Some providers create the opportunity for graduate students to return
regularly to receive continuous professional development. This is a particularly good
way of keeping in touch.
14) Accreditation really matters: quite apart from acquiring performance (and other
transferable) skills, the qualification itself is important. Providers should ensure that
their qualifications have national status and currency as a qualification. For example,
over the past ten years there has been a significant growth of performance
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qualifications that carry degree status. The piece of paper is important. You never
know where your career might take you. You could even end up as an inspector.
Summary
Some of the key factors that lead to good or outstanding provision include:
o An adequate level of funding for the top establishments. This enables them to
select according to aptitude and ability, and to deliver a true full time programme
with appropriate group sizes to train aspiring professionals
o Using a mix of core teachers with prior professional experience, co-ordinating
visiting professional practitioners who can teach
o Providing a strong vocational (career) focus to all work
o Providing ample performance opportunity and providing students with constructive
and critical feedback
o A disciplined and professional approach to all aspects of day-to-day and production
work
o A collaborative (team teaching) approach particularly for production
o Strong and fruitful industry/agency links
o Systems to track and monitor graduate career progression
o Accreditation
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Annex 14
Interview Sean Williams Director Council for Dance Education and Training and
former Actor 25 October 2006
General
1) The Council for Dance Education and Training (CDET) is responsible for
undertaking accreditation visits to ensure that member schools are responsive to
industry needs. The amount of accreditation undertaken is proportionate to Ofsted
Grades. There has been discussion recently about alignment of accreditation and
inspection for schools receiving Dance and Drama Awards, sadly progress has been
limited to date.
Audition
2) Sean saw the mix of students and their starting point as the important to schools. The
way in which schools publicise themselves and their training matters. Successful
audition relies on use of outreach, access and how attractively the school is promoted
to “would be” applicants. He supported the need for:
a) a clear understanding of the nature and coverage of auditions; and
b) thought that preparation for successful auditions is important. It is demanding for
schools to prepare students. He was very supportive of mock auditions as part of
the process.
3) He agreed that post audition feedback is very helpful to students but recognised the
difficulties for schools in doing this well, given the large numbers that some of them
audition each year. One school sees around 1600 applicants pa.
Teaching and Learning
4) Sean stressed the need to manage: teaching and learning methodology, review,
recording, motivation and discipline.
5) It was important to evaluate what is good, not just market driven outcomes, but based
on a critical review of performance.
6) He pointed to the need to use mediation for qualifications and curriculum review.
7) Internal and external/expert assessment and review should complement one another.
8) He cited of how different schools could benefit and develop following accreditation.
Sometimes schools can lose their way and need support to help get back on track.
Areas identified for action in accreditation visits include:
a) Staff’s job descriptions, weightings and responsibility;
b) Funding arrangements and viability;
c) Student schedules;
d) Quality of Learning;
e) Health and Safety; and
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f) Student careers and progression.
9) On the issue of students valuing more performance opportunities, Sean made the
point that students can value performance for its own sake. This is fine, but high
quality training demands that performance is used as part of the development process,
and as such its use needs to be well structured in the context of the wider teaching and
learning.
10) We discussed the different themes that experts and school staff put forward as the key
ingredients of high quality training. Sean saw this as illustrative of the different nature
of the schools and their training. He felt that these differences in the character of
schools should be celebrated.
Progression
11) CDET has been involved in trying to track rates of graduate destinations for schools.
This has been difficult and it is therefore hard to make judgements about performance
from the available data.
12) Some issues that he highlighted included:
a) the need for students to compete confidently with international competitors; e.g.
students from USA tend to be confident and open with “here I am, you cannot
afford not to take me because ……..” Students must be prepared and not “wilt” at
audition or interview;
b) some employers have different perceptions about whether training is of sufficient
quality or relevance to their needs. Some did not think that standards of discipline
are as high as they would expect. Some thought that English dancers are not
prepared to devote sufficient time to rehearsals. This is another area where the
different expectations of employers, schools and students may not be sufficiently
understood and aligned; and
c) employers see large numbers of applicants and frequently complain that they do
not see the passion and talent among as many as they would expect.
13) Sean explained that the test for dancers to pick up new routines at audition should be
seen in the context of choreography being the arrangement of a number of known
phrases, using the language of dance in different ways. The ingredients would be
largely known by the students, it was important that they could adapt to different
arrangements easily and interpret them.
14) Sean was one who recognised both the potential benefits and pitfalls of in-house
agencies. Some are very effective; others are sometimes used more as an income
stream than a tool to support progression in an even handed way.
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Extract from: Every child matters

Annex 15

Framework for the inspection of schools in England from September 2005
Part C. The Common inspection schedule for schools and other post-16 provision
1.
This schedule lists the questions inspectors must ask in every institution or setting
providing education and or training. Most of these questions are applicable to all
schools and other post-16 provision, although a few are more relevant to particular
age groups or particular types of provider. It is proposed that there will be separate
frameworks for schools and colleges and other post-16 providers which have a
common inspection schedule at their heart, meeting the requirements of:
• Education Act 2005
• Learning and Skills Act 2000 and the annual grant letter issued by the Secretary of
State for Education and Skills.
2.

All inspections of settings, except those making provision solely for adults,
institutions or providers will contribute to the joint area reviews which will be
carried out in every local authority area in England over a three-year period. These
reviews will evaluate the extent to which each area is meeting the following five
outcomes for children and young people:
a) Being healthy
b) Staying safe
c) Enjoying and achieving
d) Making a positive contribution
e) Achieving economic well-being.

3.

Each of the evaluation requirements listed below is numbered according to the
outcome to which it refers. Most refer to enjoying and achieving, but all five
outcomes are covered. In judging leadership and management and the overall
effectiveness of the provider, inspectors will consider the contribution made to all
five outcomes.

Overall effectiveness
How effective and efficient are the provision and related services in meeting the full
range of learners’ needs and why?
What steps need to be taken to improve the provision further?
Inspectors should evaluate:
• the overall effectiveness of the provision, including any extended services, and its
main strengths and weaknesses
• the capacity to make further improvements
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• the effectiveness of any steps taken to promote improvement since the last
inspection
and, where appropriate:
• the effectiveness of links with other organisations to promote the well-being of
learners
• the quality and standards in the Foundation Stage
• the effectiveness and efficiency of the sixth form.
Achievement and Standards
1. How well do learners achieve?
Inspectors should evaluate (the numbers in parentheses refer to the Every Child Matters
outcomes in each part of the schedule):
• learners’ success in achieving challenging targets, including qualifications and
learning goals, with trends over time and any significant variations between
groups of learners (3)
• the standards of learners’ work in relation to their learning goals (3)
• learners’ progress relative to their prior attainment and potential, with any
significant variations between groups of learners (3)
• the extent to which learners enjoy their work (3)
and, where appropriate,
• the acquisition of workplace skills (4,5)
• the development of skills which contribute to the social and economic well-being
of the learner (2,4,5)
• the emotional development of learners (1)
• the behaviour of learners (1,2)
• the attendance of learners (2,3)
• the extent to which learners adopt safe practices and a healthy lifestyle (1,2,5)
• learners’ spiritual, moral, social, and cultural development (3,4)
• whether learners make a positive contribution to the community (4).
The Quality of Provision
2. How effective are teaching, training and learning?
Inspectors should evaluate:
• how well teaching and/or training and resources promote learning, address the full
range of learners’ needs and meet course or programme requirements (3,4)
• the suitability and rigour of assessment in planning and monitoring learners’
progress (3)
• the identification of, and provision for, additional learning needs (3)
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and, where appropriate,
• the involvement of parents and carers in their children’s learning and development
(3).
3.

How well do programmes and activities meet the needs and interests of learners?

Inspectors should evaluate:
• the extent to which programmes or activities match learners’ aspirations and
potential, building on prior attainment and experience (3,5)
• how far programmes or the curriculum meet external requirements and are
responsive to local circumstances (4,5)
and, where appropriate,
• the extent to which employers’ needs are met (5)
• the extent to which enrichment activities and/or extended services contribute to
learners’ enjoyment and achievement (3,4,5)
• the extent to which the provision contributes to the learners’ capacity to stay safe
and healthy (1,2).
4.

How well are learners guided and supported?

Inspectors should evaluate:
• the care, advice, guidance and other support provided to safeguard welfare,
promote personal development and achieve high standards (1,2,3)
• the quality and accessibility of information, advice and guidance to learners in
relation to courses and programmes, and, where applicable, career progression
(3,5).
Leadership and Management
5. How effective are leadership and management in raising achievement and supporting
all learners?
Inspectors should evaluate:
• how effectively performance is monitored and improved through quality assurance
and self-assessment
• how effectively leaders and managers at all levels clearly direct improvement and
promote the well-being of learners through high quality care, education and
training
• how well equality of opportunity is promoted and discrimination tackled so that all
learners achieve their potential
• the adequacy and suitability of staff, including the effectiveness of processes for
recruitment and selection of staff to ensure that learners are well taught and
protected
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• the adequacy and suitability of specialist equipment, learning resources and
accommodation
• how effectively and efficiently resources are deployed to achieve value for money

and, where appropriate,
• how effective are the links made with other providers, services, employers and
other organisations to promote the integration of care, education and any extended
services to enhance learning and to promote well-being
• the effectiveness with which governors and other supervisory boards discharge
their responsibilities.
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