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The Challenges and Opportunities of Older Adult Dance 
Programmes in an Urban Context:  

 
A case study in collaboration with 

Greater London Authority & Rambert dance company 
 
 
Abstract 
 
The UK’s rapidly ageing population has become of increasing concern to sectors ranging 

from health, to policy, and even the arts, due to the urgent implications this shift will have on 

public resources like health and social care. With the recent recognition of participatory arts 

activities such as dance as appropriate to addressing the challenges facing older people, 

regional and local authorities have more increasingly involved participatory dance 

programmes in their health and wellbeing interventions for older adults, as in Greater London 

Authority’s 2016 Get Moving initiative. Through a case study of one Get Moving project, 

Rambert dance company’s ‘Mim’s Movers,’ this research aims to explore the opportunities 

and challenges of dance programmes for older adults in an urban context. The findings of this 

paper demonstrate how contemporary dance programmes led by professional companies in 

diverse day centre settings may positively impact overall wellbeing of older adults, furthering 

the case for dance interventions in community settings. Amidst recent funding cuts to 

community centres and local authorities in the UK, this report concludes that the success and 

survival of dance programmes for older adults lies in the collaboration and sharing of 

resources between arts organisations, community centres, and political bodies. 
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The Challenges and Opportunities of Older Adult Dance 
Programmes in an Urban Context:  

 
A case study in collaboration with 

Greater London Authority & Rambert dance company 
 
 
 
1. Introduction 
 
 
‘It is well known that the UK has an ageing population. For the first time there are now more 
people of pensionable age than are under 16.’ 

- Ageing Artfully: Older People & Professional 
Participatory Arts in the UK (Cutler, 2009, p.6) 

 
 
The UK’s rapidly ageing population has become of increasing concern to healthcare 

professionals, academics, social workers, policymakers, and even arts organisations in the 

past few decades. Predictions that there will be an over 80% rise in people ages 75+ to more 

than 9 million by 2039, with the fastest growth being in London (Office for National 

Statistics, 2015), suggests urgent and significant implications to public resources like health 

and social care. In anticipating these issues, policymakers and government authorities in the 

UK have increasingly focused on offering programmes for older people that will both prevent 

and lessen the economic strain on public resources (Clift, 2012).  

 

Recently, the first ever set of recommendations for older people’s health by the home 

countries’ Chief Medical Officers (Department of Health, 2011) emphasised the importance 

of physical activity in later life, with guidelines for older people to be active daily. In the 

report, dance and other creative activities were included as means for older people to stay 

active, making it evident that participatory arts are beginning to factor into larger public 

health agendas. With the physical activity of participatory dance now recognised as an 

appropriate form of exercise for older people (NICE, 2015), and as the Health and Social 

Care Act of 2012 has tasked regional and local authorities with developing resources for 

public health and wellbeing (Cutler, 2013), research at the intersection of dance and ageing is 

increasingly important in determining the specific opportunities that dance can offer an 

ageing population, and ultimately in influencing public policy. 
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1.1 Greater London Authority’s Get Moving initiative 
 
The Greater London Authority (GLA) is committed to fostering equality among London’s 

diverse communities, including the support of older Londoners and their specific needs 

through advisory groups, research, policies, and programming (Greater London Authority, 

2016a). The Get Moving initiative, piloted by GLA for 2015/16, was created to address issues 

facing London’s ageing population by promoting physical activity for older adults over 65 

(Greater London Authority, 2016b). Sixteen projects out of 120 applications were chosen for 

funding based on their ‘fresh approach to improve the health, independence and quality of 

life for all older Londoners’ (Greater London Authority, 2016b), and included projects of 

gardening, walking, yoga, martial arts, dance, and other physical activities. The Centre for 

International Research on Care, Labour and Equalities (CIRCLE) at the University of 

Sheffield was GLA’s research partner in evaluating the overall programme through 

participant surveys and facilitator interviews. This dissertation is an additional resource to the 

overall evaluation, focusing in-depth on one of six of the Get Moving projects which were 

wholly dance-based: Rambert dance company’s ‘Mim’s Mover’s’ project. 

 

Rambert is Britain’s oldest professional dance company, which tours classical and 

contemporary work around the country with a commitment to reaching wide audiences across 

the UK (Rambert, 2016). Along with outreach programmes for children and young people, 

the company has an established ‘Elder’s Programme,’ which includes working with older 

people in London hospitals, Dance for Dementia and Parkinson’s classes at their studios, and 

supporting older adult performance groups (Mason, 2015). Rambert’s Get Moving project 

focused on connecting with people outside of their current reach and across London, with 

locations at day centres in the boroughs of Hounslow, Islington, and Barnes. Over the course 

of six weeks, Rambert animateurs conducted a one-hour session per week at each location 

inspired by their repertoire, including warm ups, coordination exercises, and group phrases 

(Appendix G). In celebration of Rambert’s 90th anniversary, all participants were invited to 

an afternoon celebration of dance activities to close out the project, with transportation 

provided to their studios in central London. 
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1.2 Research aims and objectives 
 
This collaborative dissertation with GLA and Rambert aims to determine the challenges and 

opportunities of older adult dance programmes in an urban context such as London, through 

the study of one dance-based Get Moving project. Rambert’s project was chosen for this 

research in order to focus particularly on the effects of the style of contemporary dance as a 

method of physical activity, and the influence of a well-established, professional dance 

company in delivering sessions. Their multiple project sites also offered the opportunity to 

compare these effects against the context of different London boroughs.  

 

In the greater context of GLA’s Get Moving initiative, it is hoped that the findings from this 

case study will add to the understanding of how a contemporary dance programme may 

specifically impact older Londoners. The research will focus on determining these impacts 

from the perspectives of the participants themselves through the use of observations and 

interviews, to better complement the quantitative results of the overall evaluation research. 

Findings from this study offer implications for Community Engagement and Learning 

Managers at dance organisations, as well as local and national authorities, in informing the 

facilitation of similar programmes in urban areas.  

 

The following chapter aims to address these objectives by first examining the current 

literature on participatory dance and older people, with specific relation to the impacts of 

styles, settings, and facilitators. The issues in researching ‘wellbeing’ will be further 

dissected and established, as well as how this research may add to the field of dance and 

ageing. The research methods for this study are presented in Chapter 3, along with the 

limitations and ethical considerations of carrying out the case study. The multi-method 

framework will be discussed, explaining this study’s focus on qualitative measures as a 

complement to GLA’s more quantitative overall evaluation. In Chapter 4, the findings of the 

study are presented and discussed, with Chapter 5 providing conclusions and 

recommendations in light of these results. 
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2. Literature Review 
 
As the previous chapter outlined, the specific needs of older adults are shifting as the general 

population ages (Hanna, et.al, 2011), and has the potential to put significant strain on 

resources like health and social care if not addressed across the range of sectors it affects 

(Blake & Mayhew, 2006; Howse, 2012). Research into age-related issues and how to prevent 

them has thus increased widely in multiple areas, from health and policy to the arts, with a 

growing emphasis on exploring the positive possibilities and potentials of later life since the 

1970’s (Cohen, 2005; Wakeling, 2013). This shift has influenced research into the benefits of 

physical and mental activity for older adult health maintenance, including the arts as an 

opportunity for both physical activity and learning in later life (Cohen, et.al, 2006).  

 

Consistently positive findings as to the effects of the arts on health maintenance has led to an 

increase in research into arts and ageing interventions (Carr, et.al, 2009; Castora-Binkley, 

et.al, 2010; Cutler, 2009; Mclean, et.al, 2011; Wakeling, 2013). This review specifically aims 

to explore the research into participatory dance interventions and the opportunities and 

challenges they present to older people, in accordance with the driving research question of 

this study. The review thus examines the current status of participatory arts/dance and ageing 

research, then more thoroughly explores previous studies of dance programmes for older 

adults, with specific consideration to dance styles, settings, and facilitators of these 

programmes. I will finally discuss the added value my research will have to the field in light 

of the literature reviewed. 

 

Firstly, in discussing programmes that aim to benefit subjective experiences such as quality 

of life, it is necessary to understand the complexity of the concept of ‘wellbeing’ and how it 

is measured, both in relation to the literature and how I will be referring to the term in my 

own research.  

 

2.1 Studying wellbeing of older adults 
 
The concept of ‘wellbeing’ is consistently described as complex within the literature, its 

definition and assessment strategies often dependent on the discipline it is applied to 

(Mclellan, 2012). Psychological studies have emphasised ‘individuals’ feelings and 

functioning’ (Ibid., p.), in the concepts of ‘subjective wellbeing’ and ‘eudaimonic  
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wellbeing’. Subjective wellbeing is concerned with individuals’ positive feelings and life 

satisfaction, encompassing ‘a broad category of phenomena’ (Diener, et.al, 1999, p.277), 

while eudaimonic approaches focus on the individual’s opportunity for personal growth and 

development (Mclellan, 2012). The social sciences have emphasised how connections to 

others and communities increase life satisfaction and overall health (Ibid.).  

 

In following the practice of other participatory arts studies (Thomas & Cooper, 2003; 

Wakeling, 2013; Watts, 2013), this research identifies wellbeing in a holistic sense: as a 

‘combination of psychosocial and biomedical factors’ (Ibid., p.12), or an all-encompassing 

term for elements of physical, mental, and social wellbeing.  

 
2.1.1 Methodological approaches 
 
Following the concept’s subjectivity, the methods to assessing wellbeing have often been 

criticised as problematic by researchers (Wakeling, 2013). Since the late 60’s, self-report 

assessment has been the basis of measuring wellbeing, most commonly through various scale 

designs (Diener, 1993). The three most popular scales, the WHOQOL-OLD, CASP-19, and 

Older People’s Quality of Life Questionnaire, have been found ‘to have acceptable levels of 

reliability and validity in British population samples’ (Wakeling, 2013, p.11), but it is 

commonly suggested that both self-reporting and nonself-reporting measures, such as 

observations, are desirable within one study to measure factors of wellbeing that cannot be 

reported by just one method (Diener, 1993).  

 

As the scales have proven susceptible to differing participant circumstances like external life 

events, specific cultures, or past experiences (Ibid.), more direct collaboration with the 

subjects of the study has been suggested to better determine appropriate measures of 

wellbeing (Carr, et.al, 2009; Jerrome, 1992; Reed, et.al, 2004; Wakeling, 2013). This 

argument has been furthered by concerns about appropriate language in scales (Hazan, 2011) 

and the relevance of these self-reported measures to multiple cultures or socio-economic 

backgrounds (Diener, 1993). The use of nonself-reported measures in addition to self-

reported approaches may lead to ‘greater insights into how and why groups and individuals 

differ’ (Ibid., p.144). 
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2.1.2 Connection to policy 
 
It wasn’t until the late 1990’s that countries began to consider wellbeing as an indicator of the 

progress and status of society (Mclellan, et.al, 2012). Coupled with polls in the last decade 

showing that the majority of UK citizens think the government should focus primarily on 

providing for their happiness (Michaelson, et.al, 2009), the concept of wellbeing has become 

a more pressing topic in public policy. The specifics of how best to enhance public wellbeing 

for different societal groups, the exact role of policymakers, and how to evaluate public 

programmes that impact wellbeing are still being developed in the UK, but with growing 

attention in the last few decades (Clift, 2012). 

 

In the pursuit of producing a more coordinated approach to addressing wellbeing among all 

age groups in the UK, the potential benefits of arts and cultural activities to public health has 

been more readily explored in the political arena (Ibid.). Bodies including the National 

Institute for Health and Care Excellence (NICE, 2015) and the Department for Culture, 

Media, & Sport (Fujiwara, et.al, 2015) have identified the positive impacts of activities like 

the arts and sport to inspire learning, physical health, and socialisation for various age groups. 

In line with these findings, ‘The Culture White Paper’ for 2016 directly acknowledged the 

opportunities for culture to influence physical, mental, and social wellbeing, pledging to 

‘promote the role that culture has in building stronger and healthier communities’ 

(Department for Culture, Media & Sport, 2016, p.32), as well as developing cultural activities 

that enhance the wellbeing of older people. Arts Council England has also recently 

committed to addressing older people’s wellbeing with their recent funding category 

‘Celebrating Age’ (Arts Council England, 2016), and Public Health England has developed a 

framework for evaluating arts and wellbeing interventions, to help build best practices in the 

field (Daykin & Joss, 2016). 

 

It is clear that with the government’s increasing focus on societal wellbeing and 

acknowledgment of the arts’ ability to impact public health, research into arts and ageing 

interventions is incredibly valuable to influencing public policy. With this possibility, 

forthcoming research, such as this study, demands being both progressive and 

comprehensive, to build a larger body of knowledge that could contribute to achieving larger 

public goals (Clift, 2012).  
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2.2 Participatory arts and ageing 
 
The US’s National Endowment for the Arts ‘Creativity and Aging Study’ (Cohen, et al., 

2006) is the most comprehensive study undertaken on participatory arts and ageing to date, 

utilising control and experimental groups to measure the impact of professionally-led 

participatory arts projects, including dance, for adults 65+ in physical/mental wellbeing 

across three large US cities. It is essential to this dissertation research in that it confirms the 

benefits of participatory art programmes run by professional artists in urban areas, finding 

that the arts groups showed better overall wellbeing and less use of medication and doctor 

visits, which suggests a potential for such programmes to lower the need for long-term care 

and cut costs of health services (Ibid.).  

 

The research is ground-breaking for the field as well in its methodology and longevity, 

spanning two years and studying 300 participants across the groups (Ibid.). Cohen’s study is 

thus an important model for future research in the field and specifically in the UK, where 

little longitudinal or comparative studies on the arts and ageing exists today (Clift, 2012; 

Connolly & Redding, 2010). A challenge in recreating such an extensive study is that 

Cohen’s involved a significant amount of funding from various government and charitable 

sponsors. Smaller, independent project evaluations such as this research are limited in 

resources for more extensive methods, but are still important to expanding the literature base 

in relation to different cultural and economic contexts, and considering the specific effects of 

different types of participatory art on older people (Allison, 2010). 

 

Dance-specific research in relation to ageing in the UK is much less vast than art forms like 

music and visual art, and further study is needed for credible insight into what dance can 

specifically offer older adults (Connolly & Redding, 2010). The current limited, but varied 

research available spans a variety of settings, dance styles, group sizes, and structures, 

indicating the diverse ways participatory dance can potentially impact this area, but still 

suffers from a lack of long-running programmes, and rarely involves control or non-arts 

intervention groups that could enhance validity (Ibid.). Still, as more specific programme 

evaluations, such as this research, continue to add to the canon in incremental ways, each 

addition has the potential to impact dance and ageing programme designs and further the case 

for resources that will allow more extensive studies.  
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2.3 Participatory dance’s impact on older adults 
 
Participatory dance programmes have consistently shown positive impacts on older adults’ 

physical health (Keogh, et.al, 2009) in areas of strength and power (Engels, et al., 1998; 

Hopkins, et.al, 1990), and especially in improving balance and lowering risk of falling 

(Federici, et.al, 2005, Jeon, et.al, 2005; McKinley, et.al, 2008). Risk of falling is one of the 

main challenges to older people’s health and considered a critical public health issue in the 

UK, but could be lessened by physical activity (Department of Health, 2011). McKinley 

et.al’s 2008 study on the effects of walking and Argentine tango on older people showed that 

tango may have even larger benefits to balance than walking, suggesting further research is 

needed into dance as compared to other forms of activity. While the study concerned a short-

term intervention, it can be compared alongside a one-year comparative study on social 

dancers and non-dancers, of which the dance group showed better gait and balance, therefore 

a lower risk of falling than the non-dance group (Verghese, 2006). Research into short-term 

dance interventions are much more common than long-term or comparative studies, and often 

limited in the diversity of samples (Keogh, et.al, 2009), as indeed all the studies mentioned 

above had predominantly female participants. Such issues have weakened the ability for 

findings to be verified and generalised for larger or more diverse populations (Connolly & 

Redding, 2010). 

 

In terms of mental and social opportunities, dance programmes for older adults have 

demonstrated the ability to increase self-esteem (Berryman-Miller, 1988; Quiroga Murcia, 

et.al, 2010) and combat loneliness through the social and community experiences dance 

facilitates (Bertram & Stickley, 2007; Cutler, 2012). An evaluation of the Nottingham 

programme Young@Heart interviewed and observed participants of weekly creative dance 

sessions, reporting increased levels of confidence in ability, as well as positive emotions from 

conversing and reminiscing with the group (Bertram & Stickley, 2007). The impacts of 

reminiscence on older people’s health in participatory dance warrants further research due to 

the opportunity dance presents to be ‘based on values and beliefs related to [older people’s] 

past roles, interests, and routines’ (Harmer & Orrell, 2002, p.552), which could increase 

enjoyment, sense of identity, and stimulate memory (Jenkins, 2003). Studies involving these 

more subjective aspects of wellbeing again bring up the issue of validity in measurement 

discussed above, especially as many dance studies broadly use ‘wellbeing’ without defining 
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what it encompasses, creating inconsistencies in terminology and methodological practices in 

the greater canon (Wakeling, 2013). 

 

Dance studies have also demonstrated beneficial physical and cognitive effects on specific 

diseases associated with later life, such as Parkinson’s (e.g. Hackney & Earhart 2009; 

Houston & McGill, 2013), Alzheimer’s (Dayanim, 2009), dementia (Verghese, et al., 2003), 

and other disabilities (AgeUK, 2012). AgeUK’s recent ‘Fit as a Fiddle’ programme 

evaluation research (Ibid.) was vastly comprehensive in its suggestions for best practice and 

engagement techniques for a mix of participatory arts programmes, including dance. Still, it 

could be argued that its suggestions over-generalised by grouping the different participatory 

arts practices as one in its suggestions, rather than identifying best practices of each particular 

art form. It is further limited in generalizability due to its focus on individuals with 

disabilities, rather than a general, or mixed-ability population of older adults. This research 

into Rambert’s programme for Get Moving has the potential to address this in its more 

diverse sample of participants, as visitors to each day centre varied greatly in fitness level, 

health concerns, and age.   

 

Based on the research available today, it can be concluded that dance programmes offer a 

variety of positive opportunities to older people. Yet findings also demonstrate how dance 

interventions are specific to factors such as setting, demographics of participants, style of 

dance employed, structure of programmes, skills of programme leaders, and more, which 

makes it difficult to apply findings or identify challenges more generally (Clift, 2012). 

Understanding this, my research will be guided by the idea that the opportunities and 

challenges of a dance programme for older adults are greatly affected by its context. 

 

With reference to my research questions on effects of setting, facilitators, and style of dance, 

I will focus the remainder of this literature review on studies that include impacts of these 

factors on older adult dance programmes:  

 
2.3.1 Styles of dance in older adult dance programmes 
 
While the findings discussed above present generally positive outcomes of dance on older 

people’s health, it has been noted by other literature reviews on the topic that there is a need 

for future studies to focus on what specific impacts are offered by different styles (Connolly 

& Redding, 2010; Wakeling, 2013).  
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The more general style of aerobic dance has been found to offer numerous physical health 

impacts, including an increase in oxygen intake (Engels, et al., 1998) and improvements in 

coordination, endurance, and balance (Hopkins, et.al, 1990; Hui, et.al, 2009). These studies 

of physical health opportunities involved quantitative clinical measures, providing a solid 

basis of reliability, but none of the results were compared to other dance styles, which could 

have aided in understanding what aerobic dance offers that is different than others. For 

example, jazz dance has been found to offer similar positive influences on balance and 

coordination (Alpert, et.al, 2009), but it could be beneficial to the field to determine if one 

style of dance affects these issues more than another. 

 

Teaching culture-specific dance styles has been found to connect participants with their own 

or others’ heritage, such as in studies of Irish dance (Kay Allen, 2003), Turkish folk dance 

(Eyigor, et.al, 2009), and various folk dances in Australia (Connor, 2000). Interviews with 

older adult participants of an Irish dance class in Oregon revealed that the style itself was 

meaningful for participants in its connection to their cultural backgrounds or memories (Kay 

Allen, 2003). This reminder of the past had both negative and positive effects, as for one 

participant, the reminder of the country he left caused wistful reminiscence. Despite the 

possible negative connections to the past, the participants primarily enjoyed the classes as ‘a 

vehicle to reach out to others in the present’ (Ibid., p.121) through social interaction. While 

this study had a small sample, opportunities to cultural dance are further proven in a larger 

study into older adult folk dance in Australia, which included a mix of various traditional 

dances from around the world (Connor, 2000). The study concluded that culturally diverse 

dance activities are crucial in such a multicultural country, with the classes helping to unite 

people through expression, and encouraging participation from members of cultural 

backgrounds that can be harder to engage (Ibid.).  

 

A particularly rich study on older adult dance classes (predominantly social dance) across 

southeast London and Essex determined that the community building opportunity offered by 

social dance atmospheres was highly important to participants, and the particular social dance 

style and music engaged people ‘brought up with the big bands and the social ballroom 

dancing era’ (Thomas & Cooper, 2003, p.22). Social dance offered an opportunity for 

reminiscence and personal connection not apparent in other styles of dance they studied, such 

as creative dance, and could have contributed to the larger amount of participants involved in 
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the social dance classes. This study’s ethnographic approach and use of interviews is 

particularly relevant to the methodology of my own research. Researchers reflected on how 

they transitioned from outsiders to insiders by participating in the dancing themselves, and 

were continuously moving back and forth in their roles. It is evident from their interviews 

with older participants that such a position offered rich evidence because of their ‘insider’ 

status, but also raises questions about identifying too closely with the participants in such an 

immersive setting (Walsh, 1998). 

 

There is a gap in research into the specific opportunities and challenges of contemporary 

dance programmes for older adults (Connolly & Redding, 2010), which this study aims to 

contribute to. Yorkshire Dance is currently implementing a project providing 10-week 

contemporary dance programmes for older adults in community centres, with research from 

their first two sites showing that participants valued group interaction and performance 

opportunities offered by the classes (Yorkshire Dance, 2015). Recent studies from France 

have also proven contemporary dance to increase both cognitive flexibility and postural 

control compared to classes in fall prevention and Tai Chi Chuan, which showed no changes 

(Coubard, et.al, 2011; Ferrufino, et.al, 2011). Both studies have suggested that the greater 

attention to creativity needed for improvisation in the contemporary classes has contributed to 

improvements in both cognitive and motor flexibility. These preliminary findings reinforce 

Connolly & Redding’s (2010) assertion that more studies into the specific opportunities of 

contemporary dance are needed, which ‘could be shown to have additional or differing 

impact as it could potentially place greater emphasis on expressive and creative exploration’ 

(p.24).  

 
2.3.2 Setting & facilitation of older adult dance programmes 
 
Like the particular implications of different styles of dance on older adult wellbeing, factors 

such as setting and facilitation may offer distinct benefits and challenges to older adult dance 

programmes. As the current study concerns a dance programme delivered by a well-known 

professional dance company in day centres across three London boroughs, the review will 

now turn to the literature regarding day centres and professional dance organisations.  

 

The Baring Foundation’s review of participatory arts in the UK has identified multiple arts 

organisations that have brought dance programmes to day centres, but note that they rarely 

involve the most well-known organisations in the country (Cutler, 2009). Two exceptions to 
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this are English National Ballet, which delivers programmes for dementia in centres in 

Westminster (English National Ballet, 2016), and Sadler’s Wells, which runs weekly dance 

sessions in a range of styles in Islington day centres (Ross, 2007). There is a need for more 

research into how programmes by similar well-recognised, professional dance organisations 

could impact recruitment and engagement among older adults at day centres, which this study 

could contribute to. English National Ballet often teaches their older adult classes based on 

choreography and themes from their current repertoire, and offer further engagement 

opportunities with the company through performances and talks (Houston & McGill, 2013). 

This suggests an opportunity for professional dance organisations to impact participants 

beyond teaching in day centres, to affect larger social and community wellbeing in 

engagement outside one setting.  

 

More research into such programmes in day centres could increase understanding of exactly 

what older people want from day centre services (AgeUK, 2011) to improve future resources 

at these facilities. Previous evaluation reports of older adult dance programmes in these 

settings have found specific factors as key to participant satisfaction and engagement, 

including dedicated, comfortable spaces (Smith, et.al, 2012), attention to the type of chairs 

provided, the available support from other staff, and having efficient music equipment (Arts 

for Health Cornwall, 2010). The quality and experience of dance teachers in dealing with the 

various levels of abilities in participants (Barnes, 2013), their flexibility in working to the 

needs of the specific community partners (Ings, et.al, 2012), as well as their affiliation with 

professionally-recognised organisations (Watts, 2013), have also demonstrated increased trust 

and confidence among participants. These findings suggest greater impact could be made in 

these settings by employing experienced external organisations and artists.  

 

Taking into consideration the London context of this dissertation, a recent study of London as 

an age-friendly city (Tinker & Ginn, 2015) reports that older people enjoy events provided by 

local authorities and community or day centres in their ease of access and attention to specific 

needs. Yet, with local authority funding being cut significantly over the past ten years, 

community centres are losing funding to provide services (Ibid.). The report suggests local 

authorities find innovative ways to support community centres and activities that impact older 

people. Research into initiatives such as GLA’s Get Moving could answer this call in the 

possibility of assessing best practices, opportunities, and challenges for combining resources 
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among a variety of local stakeholders, to provide the best types of programmes for older 

people’s needs across London.  

 

2.4 Added value of this research 
 
The literature discussed above suggests there are many opportunities for older adult dance 

programmes, specifically in addressing major challenges for the age group such as physical 

and mental health, and social and community connection. Challenges for these programmes 

identified in research include discovering the most successful ways of facilitating them in 

multiple contexts, and evaluating programmes most effectively to determine their impact. 

 

My research offers specific contributions in areas not yet fully explored in the literature, by 

investigating the opportunities and challenges of these programmes with specific regard to 

the impacts of: 

 
● The contemporary dance style 
● Professional, highly-regarded dance companies as facilitators  
● Day centre settings 
● Different communities in an urban area 

 
 

Understanding the various issues involved in evaluating the impacts of dance programmes, 

and the amount of contextual factors that contribute to a programme’s effects, the following 

section will describe the research design employed for exploring the challenges and 

opportunities to dance programmes for older people, taking Rambert’s Mim’s Movers as case 

study.  
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3. Methodology 
 
This section outlines the research design for addressing the objectives discussed in the 

previous chapters, guided by the central research question: ‘What are the challenges and 

opportunities of older adult dance programmes in an urban context?’ I will first discuss the 

research methods used for data collection and the participants involved, followed by the 

process of analysing the data collected, and concluding with the limitations, access, and 

ethics of these methods.  

 

3.1 Research design & methods 
 
This research took the form of an embedded single-case study design (Yin, 2003) to focus on 

studying one of GLA’s Get Moving projects. Rambert’s ‘Mim’s Movers’ was chosen both for 

its focus on contemporary dance and three day centre locations, which allows for comparison 

across a greater urban context. As is characteristic of case study strategies, this study 

explored the research objectives through multiple evidence sources (Ibid.), encompassing 

participant observations and formal group interviews as primary data. 

 

This multi-method approach was employed to ‘provide a stronger understanding of the 

problem or question than either [method] by itself’ (Creswell, 2014, p.215), but involved an 

emphasis on qualitative data, due to the aims of focusing on the subjective personal and 

social experiences (Silverman, 2006) of participants. The opportunity to triangulate data from 

each method and day centre location was important to enhancing the comprehensiveness of 

results, thus allowing for greater credibility and generalizability (Becker, et al., 2012).  

 
3.1.1 Participant observations 
 
Research at the intersection of dance and ageing often employs ethnographic methods to 

understand the effects of dance in relation to physical, social, and cultural contexts (Osgood, 

et al., 1990; Paulson, 2011; Thomas & Cooper, 2003), with the basis that ‘the knowledge 

involved in dancing is not just somatic, but mental and emotional as well’ (Sklar, 1991, p.6). 

Dance programme evaluations benefit from the application of the embodied field of 

ethnography (Coffey, 1999), by placing the researcher into the specific contexts which 

influence subjective bodily experiences, where ‘the processes of social transformation can be 

observed and documented’ (Paulson, 2011, p.148). 
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Following the usual approach of dance ethnographies (Sklar, 1991), I adopted the role of 

participant-observer, recording my own observations of the first and last dance sessions at 

each day centre while taking the class, and at the final celebration at Rambert’s studios. To 

ensure the observations aligned with my research objectives, I created a general guide for my 

field notes that focused on elements of the setting, the participants, and the dancing (Figure 

1). This structure was loosely modelled after Thomas and Cooper’s similar ethnographic 

study on social dance classes in England (2003), which also concerned the many factors of a 

dance programme on older people, but focuses on those elements most relevant to my 

research objectives. A further description of the points mentioned in the table can be found in 

Appendix C.  

Fig. 1 GUIDE FOR OBSERVATIONS 
Setting Participants Dancing 
Building/space and area of 
London 

Social behaviour  Structure/elements of 
sessions  

Event organisation Fitness Level Connection to Rambert 
Role of teacher Embodiment  Teaching methods 
Roles of other 
observers/carers 

Verbal emotions & 
comments 

 

   
Loosely modelled after Thomas & Cooper’s study (2003) 

 
 
3.1.2 Formal group interviews 
 
For further insight into participants’ thoughts and feelings about their experiences that could 

not be observed, I worked with Rambert teachers and day centre staff to organise small group 

interviews of 5-6 participants in each centre. The voluntary participants recruited were 

limited to those who were mentally and physically capable of participating. Exclusion criteria 

were: 1) diagnosis of any form of dementia, 2) diagnosis of depression or anxiety, and 3) any 

other mental or physical illness adversely affecting their ability to participate in a group 

interview.  

 

To provide a framework for the interviews, I followed a self-created guide of questions 

relating to my main research questions (Appendix D). I began the interviews asking about 

their average activity levels and previous interactions with dancing to gauge their connection 

to this type of programme. Questions that followed were then mostly open-ended to 
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understand their feelings about different aspects of the programme. The semi-structured style 

allowed room to ask about specific aims of the research, such as the facilitation of a 

professional dance company, as well as experiences I had not anticipated. Each group 

interview was held at the day centre following their last session, audio-recorded, and lasted 

between 30 min to an hour. Hounslow’s interview was the shortest, as participants had to go 

to another activity just following. 

 

The group interviews organised for this research follow the ‘formal field interview’ style as 

described by Frey & Fontana (1991), in which ‘the field worker is able to arrange for a group 

of respondents to meet in a location within the field setting that can accommodate several 

persons and that is free of distractions’ (p.183). Accordingly, each interview occurred just 

after the final dance session in a corner of the activity space and separate from day centre 

staff or teachers. These interviews differ from focus groups in their smaller size, setting 

within the field, and lesser attention to the ‘collective sense-making’ of the group (Wilkinson, 

1998, p.186). While the participants naturally engaged in shared understandings with each 

other at points during the interview, the perspective of each individual in the group was 

emphasised for analysis, rather than focusing on the interactions within the group.  

 
3.1.3 Get Moving survey 
 
The University of Sheffield, GLA’s primary research partner for Get Moving, will be 

producing a detailed report of the outcomes of all 16 Get Moving projects, based on a general 

survey given to participants at the beginning and end of each project, as well as interviews 

with facilitators. The surveys encompassed their reasons for participating, average 

participation in physical activities, quantity and quality of social interactions, and feelings on 

other aspects of wellbeing, through the use of fixed-choice questions and scales, including the 

Warwick Edinburgh Mental Well-Being Scale. 

 

Though offered access to this data, the timeline for producing this report did not coincide 

with the other researchers, so survey data was not available for triangulation with this study’s 

primary data by my deadline. The validity and generalizability of this study may still benefit 

from comparison to the findings of the survey following the dissemination of their results.  
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3.1.4 Research participants 
 
In studying Rambert’s ‘Mim’s Movers’ project, the sample for this research was limited to 

the participants of six weeks of sessions at day centres across three London boroughs: FiSH 

Neighbourhood Care Day Centre Barnes (FiSH Barnes), AgeUK Islington, and AgeUK 

Hounslow. Participation in these sessions was free and on a voluntary basis. The recruitment 

process consisted of day centre staff displaying flyers provided by Rambert at their locations 

and sharing by word of mouth. 

 

The voluntary nature of the sessions posed the issue that not all participants who started on 

the first day were present at all sessions, and that random selection was not possible. For 

context, data that was possible to collect through observations of the first and final sessions 

indicate the numbers of participants and their gender by location (Figure 2). The participants 

involved in the group interviews were also voluntary at each day centre, but limited to 

participants that did not fall under the exclusion criteria (Figure 3). 

 

Fig. 2 FIRST & FINAL SESSION PARTICIPANTS 
Day Centre First Session  Final Session 
 # of 

participants 
# of 

women 
# of 
men 

 # of 
participants 

# of 
women 

# of 
men 

Age UK 
Hounslow 

18 15 3  14 12 2 

Age UK 
Islington 

12 11 1  10 9 1 

FiSH 
Barnes 

24 23 1  25 23 2 

 

Fig. 3 GROUP INTERVIEW PARTICIPANTS 
Day Centre # of 

participants 
# of 

women 
# of 
men 

Age range Ethnic background 

Age UK 
Hounslow 

6 5 1 60-80 English, Irish, 
African, Asian 

Age UK 
Islington 

6 5 1 65-93 English, Scottish, 
Chinese, African, 
Asian 

FiSH 
Barnes 

5 5 0 71-97 English, African 
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3.2 Data analysis 
 
The strategy for analysing the multiple data sources of this research was guided by the central 

research aims which led to this particular case study (Yin, 2003), thus there was a continuous 

focus on identifying both challenges and opportunities of these programmes in relation to (1) 

contemporary dance, (2) professional dance companies, and (3) the day centre environment.  

 

The data was analysed thematically by first colour-coding the printed observations and 

interview transcripts to identify prevalent themes. These themes and the number of times they 

were mentioned in the interviews were then organised in a table by day centre, to better view 

the prevalence of each theme by location. Following the central aims of the research 

questions, themes were further organised in Chapter 4 under the three main categories they 

related to: practicing contemporary dance, the day centre environment, and the influence of 

setting/facilitators. Triangulating the qualitative data from interviews and observations 

allowed for discussions of replication or contrast across the locations (Creswell, 2014) in the 

next chapter, for in-depth insight and greater generalizability of the challenges and 

opportunities of these programmes in the greater context of London.  

 

3.3 Limitations, access, and ethics 
 
The methodology for this research was subject to a variety of limitations, a key influence 

being the research carried out for Get Moving by the University of Sheffield. In their use of 

participant surveys and interviews with facilitators, I was limited to involving methods that 

would not duplicate their own or overwhelm participants. Their larger scope and chosen 

methodology influenced my own decision to focus more in-depth on one Get Moving project, 

and use methods which complement the data they will be producing, rather than duplicate.  

 
3.3.1 Limitations to research methods 
 
Before the first session at each day centre, I helped administer the Get Moving surveys to 

participants, noting that many rushed through or did not answer all of the fixed-choice 

questions. Due to the differing abilities of participants and the lack of enough administrators 

or carers to help the larger groups at Hounslow and Barnes, the process had the issue of 

‘respondent burden’ (Lehane & Savage, 2013), taking substantial time out of the first session 

and frustrating or confusing participants at points. This may have adverse effects on the 

quantitative data in terms of participation rates and reliability (Ibid.). 
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The use of qualitative methods for primary data collection avoided these specific sets of 

issues by gaining a more detailed, personal account of the project than the surveys could 

provide alone. Participant observations were important for their ‘ability to perceive reality 

from someone inside the case study’ (Yin, 2003, p.94). The perspective was invaluable to 

understanding the atmosphere created in the embodied practice of the dance sessions, and 

how different socio-cultural contexts could affect participant experiences. A limitation to this 

method was that in participating in the sessions, I wasn’t always able to spend large amounts 

of time taking notes, having to write observations in between exercises or after. As an overt 

researcher at the centre of the study, my observations of challenges and opportunities were 

also based on subjective perceptions without the added understanding of why participants 

experienced something in a specific way (Becker, et.al, 2012).  

 

Combining group interviews with observations attempted to address these reliability and 

validity issues by adding ‘the human element of the voices of multiple subjects… [which] 

lend methodological rigor to the one-on-one interpretive nature of…. ethnographic reports’ 

(Frey & Fontana, 1991, p.183). Interviews added to my one-sided observations in 

contributing the participants’ personal beliefs, opinions, and values in their own words, to 

more comprehensively shape the understanding of the challenges and opportunities of these 

programmes to older people. Still, the ethical limitations for speaking with older people 

meant that random sampling for enhanced validity was not an option (Merriam, 2014), so 

there is an implicit bias in only collecting statements from participants who were willing and 

physically/mentally able to take part. Due to the possible overlap with interviews by the 

University of Sheffield, and the time and resource-heavy observations and interviews I 

employed, I decided not to interview day centre staff or Rambert facilitators. Were there 

more space and time for this extra data collection and analysis, interviewing staff and 

teachers would have been advantageous to gain a well-rounded understanding of the 

challenges and opportunities from each perspective involved.  

 

With the research aim of understanding the opportunities and challenges of older adult 

contemporary dance programmes in a larger context, it is necessary to note the limits to 

which this study can be generalizable past the Rambert case. The study attempted to control 

for validity issues by replicating methods across three locations and providing rich, 

contextual details of the dance sessions through multiple methods (Yin, 2003). However, one 
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case could never be fully representative of how these programmes impact the diverse socio-

cultural contexts of all urban areas, and the extent to which such findings can inform future 

programmes will be the task of individual readers (Merriam, 2014).  

 
3.3.3 Access and ethical considerations 
 
Access to the sessions and speaking to participants was negotiated with the day centres 

through my collaboration with GLA and Rambert, facilitated by the Arts & Cultural 

Management course at King’s College London. I was introduced to participants as a student 

researcher before the sessions I observed, which coupled with my visible age difference, 

immediately identified me as an ‘outsider.’ While this position made it impossible to fully 

integrate into the culture of participants, I had little risk of ‘going native through 

identification’ with the participants (Walsh, 1998, p.222).  

 

In working closely with gatekeepers like GLA and Rambert, and having a personal 

background as a dancer, there are inherent risks in showing bias or predetermined notions 

about the experiences of the sessions. The research question’s goal of exploring both the 

positive and negative experiences of the programme helped to minimise this in data 

collection and analysis, keeping research ‘open to contrary findings’ (Yin, 2003, p.62). Still, 

constant reflexivity was needed throughout the study to stay unbiased and objective.  

 

The most pressing ethical consideration in creating the research design was the possibility for 

some participants to be considered a vulnerable group, such as those with cognitive issues 

like dementia. It was determined by the Ethics Approval Committee that observing the dance 

sessions would not negatively impact participant health (Appendix A), but in order to avoid 

speaking to vulnerable groups in interviews, exclusion criteria was put in place for the 

potential participants. Before the group interviews, volunteers were given an information 

sheet and consent form (Appendix F) including this criteria and briefed about what the 

interview would involve, to ensure the research stayed within ethical guidelines.  
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4. Findings & Discussion 
 
Through ethnographic observations and semi-structured group interviews with participants of 

Rambert’s ‘Mim’s Mover’s project, the research aimed to identify the challenges and 

opportunities of participatory dance programmes for older adults in an urban context. 

Through the process of thematic analysis and triangulation, several themes were identified 

which offered both opportunities and challenges for participants, organised below by their 

relation to contemporary dance as physical activity, the day centre environment, and a 

professional dance company as facilitator.  

 

4.1 Contemporary dance as physical activity 
 

All interviewees at each location were involved in other physical activity on a weekly basis, 

usually also offered at the day centres, indicating the participants’ general belief in the value 

of physical activity. Observations and further questioning revealed participant perceptions 

about the more specific impacts of contemporary dance as an activity.  

 
4.1.1 Effects on mental and physical health  
 
Across all sessions, Rambert teachers consistently began class sitting on chairs, emphasising 

posture and alignment through the spine before doing any movement. Participants had visibly 

improved postural awareness when moving in the final sessions, often holding their hands to 

their stomachs and lower back to feel positioning. Teachers used both anatomical and visual 

cues to explain correct alignment, giving constant reminders throughout a session. A 

teacher’s description of visualising a box on the lower half of the torso, or core, was effective 

in improving the balance of one participant at AgeUK Hounslow.  

 
I can now stand up closing my eyes, which we are supposed to do in Pilates classes, 
but I could never do it. The other day just after we were shown [the box], it was 
amazing how you know your body, and your brain works towards standing with your 
eyes shut and you can maintain your balance. You just have to know the right 
technique. (Amret) 

 

At FiSH Barnes, the teacher asked participants to visualise a triangle on the bottom of their 

feet, which a participant brought up in the interview as something she thought of often 

because she had not heard it put that way before. Participants from both Hounslow and 

Barnes felt that they learned a great deal about their bodies, more so than in other activity 
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classes. For Amret, who does line dancing, Zumba, and other activities at AgeUK Hounslow, 

contemporary dance training offered her a completely different experience. 

 
...this contemporary dance I think has blown my head away. I think I’m going to go 
and join somewhere I can learn more about it… The other stuff like Zumba is very 
energetic and things but the one thing I like about this contemporary dance is that it 
prepares you and your body for other dances. It tells you how to sit properly, breathe 
properly, and these sort of things which I think is excellent for you. (Amret) 

 
In the final sessions at Barnes, participants took noticeable, full breaths in or out as they 

moved, often matching the dynamics of a movement. Harriet, a Barnes participant, felt that 

theses classes forced her to think more specifically about ‘opening up your body to breathe’ 

more so than a chair-based exercise class she usually takes. At AgeUK Islington, participants 

connected the teacher’s emphasis on posture and breathing to how they did everyday activity, 

like moving around the house. 

 
To me it’s eye-opening… doing house, you do that. But you never understand which 
part of the body is helping you do it. (Bam) 

 
It’s about raising awareness of your body and how it works. How you can get the best 
out of it because when you’re older, you become more restricted in your movement. 
(Pamel) 

 
In their sixth week of classes, there was a noticeable change in participants across all 

locations from an outward focus, towards the teacher and others, to inward, or concentrating 

more on themselves. Rather than watching the teacher constantly, they reacted quickly to 

technical cues whilst looking at their body parts or around the room and often challenged 

themselves, such as in balancing without a chair for longer, raising a leg higher, or using their 

breath to increase a spinal twist.  

 

While observations seemed to indicate a general improvement in movement ability and 

bodily awareness in the six weeks, the interview in Barnes highlighted the challenge of 

teaching for many different abilities in one class. Joan, who is 97 and uses a wheelchair but 

stands during the class with the help of a chair or another participant, came for the ‘gentle 

exercises’ advertised, but felt it was much more challenging than described. Yet Sheila, who 

is 71, responded that ‘if it were too gentle, I would have not come’. This points out the 

difficulty of teaching in a day centre and with large-size classes, where participants can range 
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greatly in mental and physical ability. Teachers at each location worked to teach ‘to the 

middle’, as one instructor explained to me after a session, having to emphasise both ways to 

increase and decrease the challenge of a movement or phrase, adapting to whomever was in 

class that day. 

 

The mental challenges involved in contemporary dance classes were often mentioned across 

the interviews. Each teacher involved a memory/coordination exercise that they repeated in 

every session, adding challenges by the final week. In Islington, the instructor used the 

process of making tea as inspiration for a phrase of movement, so participants could follow 

the order logically through story. It was obvious that this culturally relevant imagery added to 

their remembrance and understanding of the phrase, as participants were able to add 

dynamics to their movements by the final session, rather than focusing on what came next. 

 
Because our coordination is not as good now, I find that it really trained my brain. 
It’s a positive way of thinking. Like the tea pot dance: To some people it’s very 
simple, but come to doing it - remembering every step - it’s not easy! I try to practice 
at home to stretch my brain. (Bam) 
 
I liked the teaching techniques. The way she used images to express what we should 
be doing… the visualisation - because if you visualise what you’re doing it becomes 
easier to do and remember. (Pamel) 
 
It’s really reassuring that you can start to remember! (Heather) 
 
 

In the Barnes group, Molly also counted exercises ‘for the brain, never mind your body’, as 

important to why she kept coming, even though she preferred classical dance over 

contemporary. In the Rambert repertoire her group learned, most participants could do the 

movements without going over it in the final session, doing it at a quicker tempo. Like in 

Islington, Barnes participants were visibly excited when they realised they could remember 

phrases.  

 
I think a few more sessions we would’ve all got it. We were synchronising... a couple 
of us get lost, but it was amazing. I was looking at the other ladies and we were all 
getting it! (Sheila) 

 
 
Hounslow participants felt that the way these classes forced them to remember combinations 

from session to session made them unlike other dance fitness classes they do, like Zumba. 
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The consistency of doing the contemporary repertoire they learnt each week was different for 

them than these other activities because ‘this one you have to use your brain’ (Jemima).  

 
4.1.2 Working together and socialising  
 
Many participants reflected on the idea of dancing as a social activity that anyone could join 

in on, regardless of formal training. Coming to a dance class for them is a reminder of discos, 

big bands, and parties where they would socialise with others their age. While these 

contemporary dance classes were not structured like the social dances of their youth, many 

aspects of the class still reminded participants of these experiences, and contributed to why 

they joined or enjoyed the sessions. While not entirely partner-focused like social dancing, 

participants still did both solo and partner/group work at different points, feeling the 

camaraderie of working toward a common goal throughout the class, which combatted 

feelings of isolation in participants at every location.  

 
I liked the choreography and also just everyone sort of learning at the same time. It’s 
the laughter as well. You can forget something and there’s always someone there to 
remind you. (Pamel, AgeUK Islington) 
 
We are all over 50 or 70, so we are looking forward to go[ing] out, and to get over 
loneliness, especially if we live alone. [Here] you make friends, have a good giggle, 
things like that… (Bam, AgeUK Islington) 
 
It just gave me a lot of wellbeing. Seeing other people happy makes you happy. Being 
together, for day to day life, is absolutely fantastic. Because I find most people 
nowadays, they’re so stressed and so down, and you listen to the news and it’s all bad 
news, so you come here and it’s just enchanting and you know, happy. And lovely 
people. (Ingrid, FiSH Barnes) 

 
 
While it was obvious that some participants knew one another before the classes, teachers 

often emphasised doing group work with new or different partners, pushing them out of their 

comfort zone. It seemed that in given some common ground, such as creating a movement 

phrase together, participants could easily break down any barriers to working with others.  

 
People I’ve never seen before in my life were helping me enormously to do things in 
that class. See, they took my hand, held me steady and helped me along… But if they 
were to say ‘ooh this awful old girl, what is she doing here’ I wouldn’t have liked it at 
all. (Joan, FiSH Barnes) 

 

It is also interesting to note that participants seemed to enjoy the interviews, and how each 

one ended with respondents exchanging stories of similar medical issues or sharing 
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information about other activities they do. An Islington participant mentioned to me after the 

interview that she wished there were more opportunities to get to know one another through 

verbal exchanges, which she felt brought them together more. This finding could suggest the 

importance of more frequent moments of verbal reflection to accompany the more physical 

dancing, creating another bonding experience that may further their comfort and trust of each 

other in classes.  

 
4.1.3 Nostalgic connections to dance and music 
 
Dancing was part of the cultural or social upbringing of most interviewees, whether in formal 

dance training or the parties of their youth. While only a few participants had ever done 

contemporary dance before, most had past relationships to dance and music, which related to 

their enjoyment of the sessions.  

 

In the first session at AgeUK Islington, a woman reflected that ‘I wanted to be a ballerina, so 

this is taking me back to childhood… just for a few seconds you can lose yourself’, while 

another replied that she loved contemporary dance because it feels more ‘human’ and ‘the 

way dancers dance today is more exciting to watch’. Fond memories of dance frequented 

interviews at Islington as well, as George spoke about how he’d loved dancing since he was 

five and did ballroom dancing growing up, while the others danced socially rather than 

formally. 

 
I always jigged along to the radio. I was one of those ones who danced around the 
handbag all those years. I dance to music - I don’t care who’s watching or anything, 
I’ve got no shame. (Heather) 

 
I’m always dancing. I even dance on my own - I don’t care... Any dance I’m there, 
jive, and you know, reggae. (Prem) 

 
 
Music was of frequent importance to participants, both in observations and interviews. At the 

first FiSH Barnes session, a woman expressed her distaste at a Frank Sinatra song, which 

seemed to have brought up a bad memory, but she was taken with the Brazilian beats of the 

repertoire music. In the Islington repertoire music, Prem was reminded of her cultural roots, 

saying that ‘some classical Indian music was beautiful… you get lost in your own world’. For 

Sheila from FiSH Barnes, her days dancing in Rock n’ Roll and Jive competitions influences 

her still today in favouring the session’s music only if it had clear, precise rhythms to follow.  
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Music obviously had a particular connection to participants’ memories, whether positive or 

negative, so that variation and sensitivity to the many types of people in a session could be a 

challenge. Contemporary dance has an advantage in this area in that it can be accompanied by 

a wide variety of music, shown in how Rambert teachers played anything from older jazz 

music, to world music, to recent pop songs. An advantage of Rambert’s varied contemporary 

repertoire is that instructors may have been able to choose which pieces they taught based on 

what participants at each particular location might relate to. 

 
4.1.4 Emphasis on creativity and trying new things 
 
Even for those who didn’t have any formal dance training, as was the case with most 

interview participants in Hounslow, the ‘contemporary’ style made them feel less intimidated 

to try it. As one Islington participant explained, preconceptions of different styles could 

impact their participation. 

 
I think with traditional ballet, they are very disciplined. But the contemporary one, for 
those of us without a knowledge on ballet, I think it’s easy, you know to understand 
the story and the movement. (Bam) 

 
 
In this way, contemporary dance classes could offer an opportunity to engage people who 

feel more traditional styles of dance would be difficult in later life. Some of the freedom in 

contemporary dance’s structure and focus of exercises could offer unique opportunities for 

this age group, as across all three group interviews, participants frequently mentioned the 

desire to challenge themselves to learn new things and be creative. Some reflected that this 

style of dance was not something they ever expected to be doing at this age.  

 
We’ve been led to believe that when you get to a certain age you just lie down and die 
or retire quickly. There was this thing about old age, and now it’s all different. Us old 
grannies are getting out there and kicking some dust up… And I think that’s really 
invigorating. I was thinking when I get to 70 I’ll chuck the whole thing in… I know 
now you have to keep pushing. [My GP] keeps calling me in because they can’t 
believe what I’m up to! (Heather, AgeUK Islington) 

 
 
In participating, they were able to challenge their physical and mental capabilities past 

expectations of what life can be like for them now, an opportunity reflected in the literature 

on creative and participatory activities (Cohen, et.al, 2006). Observations of consistent 

laughter, light teasing, and smiling during sessions, along with frequent descriptions of 

sessions as ‘fun’ and ‘relaxed’ at each interview, indicate how such classes can affect 
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participants’ overall wellbeing by alleviating feelings of stress and unhappiness often 

associated with later life (AgeUK, 2011).  

 

Important to creating this relaxed, joyful atmosphere, where participants felt comfortable 

learning something new, was feeling free to make mistakes and encouraged to create their 

own movement, as teachers in each location would frequently remind participants to adapt an 

exercise to their own needs. The importance of simply ‘trying’ to do movement was 

frequently mentioned across all three interviews, with participants emphasising that the goal 

was not to get a something perfect, but simply attempt it. Often, participants mentioned the 

role of the teacher as important to allowing this space for failure and to increase confidence.  

 
I also have great difficulty with coordinating my movements, so when the brain jam 
thing comes in and she says ‘you’re gonna get things wrong here’, I think oh 
permission to make a mess, I can go with that! But it’s still fun to try it and that’s the 
joy is trying. (Heather, AgeUK Islington) 
 
She does give you that courage. You’re thinking ‘I’m sure I did that wrong’, but she 
says it looks wonderful, so you’re like ‘right, well I’ll try again’. She gives you that 
confidence. (Sheila, FiSH Barnes) 

 
 
Participants who have tried other styles of dance mentioned that these sessions allowed them 

much more freedom than others, with teachers asking them to improvise and create their own 

movement at many points, rather than follow prescribed steps.  

 
I find it very difficult to work out and remember sequences… so I felt like I could 
relax and be given permission to make up you know, a sharp movement or circular, 
flowing movement. And I could do it naturally rather than worry about getting it 
right. (Jenny, AgeUK Islington) 
 
I thought the freedom was fantastic. It was amazing, our age group, doing these really 
jazzy shapes, you don’t normally do that. (Sheila, FiSH Barnes) 

 
 
For one of the few male participants in Hounslow, the creative aspect of contemporary dance 

was challenging because of his lower confidence dancing.  

 
The thing with contemporary dance is it allows the individuals to express themselves, 
whereas the other dances are formal, you have to follow. There is free movement 
involved, you have to literally express yourself, but you have to have the confidence to 
do that. I’m still coming to terms with getting my confidence to do it, even in this 
stage of my life… If there were other males around, I would feel a bit more confident. 
I was feeling a bit conscious. (Paul)  
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These feelings were not visually obvious in observations of the last Hounslow session, as all 

participants finished the class with solo improvisations in the middle of a circle. The fact that 

each participant did creative solos despite any reservations indicates that repetition of these 

exercises could eventually increase the confidence of people like Paul. The obvious lack of 

male participants across all sessions is consistent with much of the literature (Keogh, et.al, 

2009) suggesting that any style of dance may be challenging in recruiting men. Future 

research into exactly what each gender would enjoy getting out of dance programmes could 

be useful in better deciding what dance styles to offer to older people. 

 
 

4.2 The day centre environment 
 
Participants in the interviews were all regular visitors to their respective day centres, though 

for some this was their first dance-related class. There were slight differences in how many 

types of activities each day centre offered, but all offered some type of movement class prior 

to this programme. The data indicates recurring opportunities and challenges at all three 

locations for dance programmes in these specific settings.  

 
4.2.1 Community accessibility  
 
Offering these classes in day centres, rather than in Rambert’s studios in Southwark for 

instance, encouraged participation from those not usually interested in dance due to their 

normal attendance at the centre or influences of staff and friends there. At AgeUK Islington, 

Jenny was encouraged to go by her father, who regularly attends with her.  While she 

frequently watches theatre performances around London, she wouldn’t have made the effort 

to take a dance class outside her community.  

 
It just seems a lot easier somehow [to go to the day centre]. You don’t have to go 
through that barrier thinking ‘I’ve got to go somewhere’. Like with [going to] 
Rambert, they’re really high flyers, but a local community centre you think ‘oh right I 
could try that’ (Jenny) 
 
 

Many participants in Hounslow do other types of activities at the day centre before and after 

Rambert’s sessions. Observing this, there were sometimes challenges to starting on time, and 

especially in trying to do surveys or interviews after, when participants needed to start the 
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next activity. Still, having these sessions at such a busy day centre offered the opportunity for 

people to join in who were there for something else.  

 
We are here for a class before this, and then we can take advantage of linking it to 
this one - it is a group to meet and reminisce about earlier days of our lives, so this 
fits in nicely with it. It’s better if it’s under one roof, than having to go specifically to 
a different place. I have a reason to come other than this, but this happens to come 
along with it. (Paul) 
 
 

In observing the final day of celebration at Rambert, it was obvious that regular classes at 

their studios would have been difficult for many of the day centre participants, due to issues 

like cost and time of travel. Joan at FiSH Barnes explained that extra attention would be 

needed to get her there with her wheelchair, but she could more easily get to her community 

day centre. Though it would be challenging for some to go elsewhere to dance, many 

participants expressed interest in finding ways to keep dancing with Rambert at other places 

local to them, both in observations and interviews. Staff at all three day centres even spoke to 

participants in the final sessions about bringing back Rambert teachers in the future. The 

resoundingly positive reactions may encourage further collaborations, though a main 

challenge to this will be funding the sessions to keep it free or low cost for participants. 

 
4.2.2 Working collaboratively 
 
Though this research did not include speaking formally with day centre staff or Rambert 

facilitators, it became clear in observations that their collaboration was key to successful 

participant experiences. In all three centres, staff and carers participated in sessions, and their 

familiarity with participants aided the teachers in knowing when to cater exercises for people 

with specific disabilities. It was evident that with groups over 20 people, such as Barnes and 

Hounslow, more staff could have been helpful to assist the range of abilities in the group. 

Many times, it was participants themselves who stepped up to help their peers who had 

difficulty with movement, such as at Barnes, when a woman couldn’t get off the floor during 

her improvisation and others helped her up. Rather than seeming embarrassed, all laughed it 

off and began improvising with each other. Such examples of comfort around each other and 

confidence taking risks were evident in all three locations at the last sessions, suggesting 

feelings of trust and safety in an environment with others of similar circumstances.  
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A challenge of the influence of day centre staff on participants was evident at the first session 

in Hounslow. Another day centre teacher who leads chair-based classes participated in the 

first session, and often interrupted the Rambert teacher to direct her on how she should 

structure an exercise. Her frequent interjections confused the participants about who they 

should be watching or listening to, revealing how working collaboratively on the level of 

facilitation is important to participant experiences in classes. The Rambert teacher was able to 

discuss and resolve the issue with the day centre teacher after the first session, which allowed 

participants to develop a greater trust of the Rambert teacher and engage more readily with 

her way of doing classes.  

 

4.3 Connection to a professional dance company 
 
The impacts of this programme were coloured by the influence of Rambert, regardless of 

participants having previously interacted with the company. Observations and interviews 

demonstrated unique opportunities and challenges to a professional dance company as 

facilitators for these programmes.  

 
4.3.1 Confidence in reputation and professionalism 
 
Being in their 90th year, Rambert was a name known to the majority of interview participants 

previously, though most had never seen them perform before. The majority who had were the 

Barnes interviewees, who indicated that Rambert’s long-standing reputation was part of their 

reasoning for going to the sessions.  

 
There was an organisation during the war called ENSA, which took entertainment 
around the country and also went abroad for the soldiers. Ballet Rambert came to 
Birmingham twice… So you know the name Rambert made me think I’d like to know 
what they do these days since they dropped the ‘ballet’ name. (Harriet) 

 
 
Even for those who had never seen the company perform before, Rambert’s status was 

enough to inspire assurance in the quality of the sessions. At the AgeUK Islington interview, 

Jenny voiced that for people like her who didn’t normally dance, there could be ‘major issues 

about confidence, but if something comes to you, especially if it’s a big name like Rambert, 

you think ‘wow’ I should give that a go’. Thus based on reputation alone, professional dance 

companies could find it easier to recruit participants for these types of programmes. Joan 

from Barnes, who is a former ballet dancer and teacher very familiar with Rambert, was 
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‘afraid it was going to be that wafty stuff,’ but ended up being challenged by the movement. 

A professional company then is challenged to meet expectations of their participants, but may 

enhance their experience by offering a credible and trustworthy knowledge of dance 

technique.  

 

All of the interview groups mentioned how well their respective teachers conducted classes, 

reinforcing the importance of a well-trained teacher found in evaluations of similar 

programmes (Barnes, 2013; Watts, 2013). Rambert’s history of working with older people 

may have added to the experience of these teachers and their capabilities teaching diverse 

groups. Though teachers had different personalities, exercises, and styles in conducting 

sessions, they had a clearly high knowledge of dance technique, employing technical and 

anatomical terms, as well as good interpersonal skills, so that by the last sessions they had 

built up relationships with individuals as well as the group as a whole. Such qualities seemed 

to enhance the trust of participants from the first to the last sessions, so that they seemed 

more comfortable both in movement and interacting with others.  

 
4.3.2 Added sense of value 
 
At the first session in Barnes, the teacher introduced Rambert’s history, which seemed to jog 

memories around the room. Participants also expressed surprise when she mentioned they’d 

be learning something from Rambert’s repertoire, which was similar to reactions in Islington, 

where they joked about being able to do what Rambert does. Though there was no indication 

from interviews that the chance to learn repertoire added to their experience, this could be 

due to the direction the interview conversations moved, or because not enough time was 

spent on repertoire to make a larger impact. Further research may be helpful to determine if 

teaching professional repertoire could enhance participants’ feelings about the extent of their 

capabilities. There were indications of this at the final day of celebration, during a 

performance of part of the piece ‘A Linha Curva’ from Rambert’s youth company and the 

Hounslow Seniors. Participants from Barnes had learned part of the same piece and many 

were mimicking movements in their seats. Still, without corroboration from interviews it is 

difficult to determine how much this element of sessions had an effect.  

 

Participants in Islington mentioned that while they may be interested in taking classes 

elsewhere, going to a more well-known company like Rambert could ‘feel inaccessible’. Yet, 

because Rambert came to their community, Jenny felt ‘very welcome’ by the company, 
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Pamel adding that ‘it’s about feeling valued’. As feeling valuable in society is a common 

challenge for older people (AgeUK, 2015), these comments suggest that there is a place for 

professional dance companies to increase the community wellbeing of older people by 

including them in their work.  

 

The positive reactions to the final day of celebration at Rambert suggest that professional 

dance companies can also benefit participants past visiting them in their own community. For 

older people who normally don’t leave their communities, the chance to go to another part of 

the city can further decrease the feelings of isolation common to the age group (Ibid.). Of 

course, as described by participants above and in the literature, a major challenge of engaging 

participants out of their communities is finding accessible and affordable transport. 

Rambert’s funding from GLA covered private transport costs for each location, which 

allowed more participants to take part in their final celebration. Many people visibly enjoyed 

themselves, interacting with people from other locations, looking at artefacts from Rambert 

archives, and mentioning they were grateful to have a ‘lovely day out’ and that it ‘forced 

them to be out later’. While the group interviews at Barnes and Islington took place before 

the celebration, at the final Hounslow session, participants positively chatted about the 

celebration and a few women asked how to join the group that performed. Thus in providing 

special access to professional facilities and performances, professional dance companies have 

the opportunity to inspire older people’s further engagement with dance even outside their 

own communities.  

 
 

4.4 Summary 
 

While I anticipated finding larger discrepancies in observations and interviews across the 

three locations, it was surprising how many opportunities and challenges were universal to 

participants at each day centre. Benefits included physical and mental health impacts - such 

as increased balance, posture, and memory - feelings of fun and relaxation in sessions, a 

comfortable community environment and trustworthy teachers which led to increased 

engagement, and valued chances to socialise, be creative, and try new things. Challenges 

similar at each centre involved teaching for a larger, diverse group with a mix of health 

concerns and needs, and working collaboratively among external teachers and day centre 

staff.  
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Many of these findings are consistent with those of previous research into dance and ageing 

interventions (Osgood, et.al, 1990; Paulson, 2011; Thomas & Cooper, 2003; Watts, 2013), 

but add specific insight into the effects of contemporary dance programmes, a day centre 

setting, and a professional dance company facilitating sessions. Participant insights into their 

particular enjoyment of the creative freedom offered by these sessions, and the influence of 

knowledgeable, reputable facilitators from Rambert furthers the case for both contemporary 

dance and professional dance organisations in offering unique, positive opportunities to dance 

programmes for older people.  
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5. Conclusions & Recommendations 
 

The findings of this case study on Rambert’s ‘Mim’s Movers’ programme indicate that the 

opportunities and challenges to dance programmes for older people in an urban context exist 

in relation to the participants themselves as well as their greater community. Replicated 

insight from participant interviews and observations at three day centres across London 

demonstrate potential for dance activity to have multiple positive implications on elements of 

older people’s physical, mental, and social wellbeing. The style of contemporary dance was 

also shown to offer particular opportunities to engaging older people in creative learning, 

instilling a sense of freedom and relaxation in participants, while facilitation from a well-

regarded, professional dance organisation in participants’ own neighbourhoods also appeared 

to impact their feelings of trust in the sessions and sense of value outside their community. 

The challenges to delivering such dance programmes seemed to lie mostly in recognising and 

responding to the diverse needs and abilities of the participants, which can be managed 

through cooperative relationships between care settings, dance teachers, and participants 

themselves.  

 

5.1 Implications for methodology & further research 
 
While these results reveal opportunities and challenges to this particular case, they are subject 

to contextual limitations. The voluntary nature of participants in the dance sessions and 

ethical considerations for interviews meant that the study did not use random sampling or 

assignment, so participants may already be those more likely to seek out dance activities. In 

replicating the methods across three locations, the study was able to compare and corroborate 

thematic occurrences across three locations to better validate findings, but the results are only 

representative of short-term impacts. Longitudinal studies with a random sample would 

enhance generalizability, thus the extent to which these findings can be applied as they stand 

are up to the individual interpretations of the reader. Future research in this area would 

benefit from studying the long-term impacts of similar programmes and their savings to 

public resources, as well as comparing multiple styles of dance, settings, and facilitators 

within one study to determine which elements are most effective in serving the diverse needs 

of older people. 

 
 
 



37 
 

5.1 Implications for wider agendas 
 
These findings support past research on the possibilities of participatory dance to address 

major challenges facing older people, furthering the case for the inclusion of dance in health 

and wellbeing interventions supported by government bodies. The evidence presented here 

suggests that contemporary dance programmes will benefit older adults overall wellbeing in 

community settings short-term, which indicates a possibility for lesser strain on public health 

resources if these impacts continued with long-term interventions. Future initiatives like 

GLA’s Get Moving should aim to increase the length of funded projects, to better determine 

possible long-term impacts and potential savings of public resources. The benefits found 

from the facilitation of a professional dance company also suggest an opportunity for 

collaborations between multiple partners, such as local authorities and arts organisations, to 

increase both resources and impact on participants.  

 
Based on these findings, I suggest that the opportunities for dance programmes in addressing 

the needs of older people are substantial enough for attention by multiple groups, including 

policymakers, local and community authorities, and professional dance organisations. As the 

population continues to age rapidly and put pressure on public resources amidst funding cuts 

at the local level, there is a need for creative, resourceful interventions to address this 

substantial issue. This study suggests that dance programmes for older people offer unique 

opportunities to their overall wellbeing, and that collaboration across multiple sectors is 

desirable for these programmes to sustainably and successfully impact older adults. 
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Appendix A: Glossary of Common Terms 
 
 
Community dance: Community dance is not directly referenced in this study but can refer to 
any dance activity done in a community setting (Ibid.). Thus the contemporary dance 
activities of this study are inherently ‘community dance’ classes due to their day centre 
settings. 
 
Contemporary dance: Contemporary dance as referenced in this study refers to the style of 
modern concert dance that ‘is not a specific dance technique but a collection of methods 
developed from modern and post-modern dance’ (Burkhardt & Rhodes, 2012). This style of 
dance normally emphasises correct bodily alignment and using breath to initiate movement 
(Ibid.). 
 
Creative dance: Creative dance is also rooted in modern dance styles, but with less of an 
emphasis on technique, focusing on creative and exploratory exercises (Ibid.). The 
contemporary dance classes of this study include elements of creative dance in their 
improvisation exercises aimed at inciting the imagination, but are not wholly labeled creative 
dance due to their added technical elements. 
 
Older people or older adults: In this study, people over the age of 60 are consistently 
referred to as older adults or older people. This is used to hopefully avoid negative 
connotations associated with the term ‘elderly’ (Thomas & Cooper, 2003). Due to the range 
of capabilities in participants of the dance programmes, use of the concepts of Third and 
Fourth Ages, which divide older people into groups by mental and physical capacities 
(Cutler, 2009), were also avoided. 
 
Participatory arts: Participatory arts as used in this study is defined as art forms in which 
the participant is actively involved rather than observant. In the context of dance, this means 
participants partake in dance activity, rather than just observe others dancing.  
 
Wellbeing: As described in Chapter 2.1, wellbeing is a largely complex term and poses 
significant issues with assessment. Depending on the field it is used in, wellbeing can refer to 
an individual’s feelings about physical or mental health and life satisfaction, their connection 
to society around them, and their capacity for personal growth. This study chooses to take the 
more holistic definition of wellbeing as often used in the arts and ageing field: an all-
encompassing term for elements of physical, mental, and social wellbeing.  
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Appendix B: Ethics Approval Form 
 
  

Research Ethics Office 
King's College London 

Rm 5.11 FWB (Waterloo Bridge Wing) 
London  

SE1 9NH 
05 May 2016 
TO: Khayla Golucke 
SUBJECT:  Confirmation of Registration  
 
Dear Khayla, 
  
Thank you for submitting your Research Ethics Minimal Risk Registration Form. This letter acknowledges the 
receipt of your registration; your Research Ethics Number is MR/15/16-430. You may begin collecting data 
immediately.  
 
Be sure to keep a record your registration number and include it in any materials associated with this research. 
Registration is valid for one year from today’s date. Please note it is the responsibility of the researcher to 
ensure that any other permissions or approvals (i.e. R&D, gatekeepers, etc.) relevant to their research are in 
place, prior to conducting the research. 
 
Record Keeping: 
In addition, you are expected to keep records of your process of informed consent and the dates and relevant 
details of research covered by this application. For example, depending on the type of research that you are 
doing, you might keep: 

o A record of the relevant details for public talks that you attend, the websites that visit, the interviews that 
you conduct  

o The ‘script’ that you use to inform possible participants about what your research involves. This may 
include written information sheets, or the generic information you include in the emails you write to 
possible participants, or what you say to people when you approach them on the street for a survey, or 
the introductory material stated at the top of your on-line survey. 

o Where appropriate, records of consent, e.g. copies of signed consent forms or emails where 
participants agree to be interviewed.  

 
Audit: 
You may be selected for an audit, to see how researchers are implementing this process. If audited, you will be 
expected to explain how your research abides by the general principles of ethical research. In particular, you will 
be expected to provide a general summary of your review of the possible risks involved in your research, as well 
as to provide basic research records (as above in Record Keeping) and to describe the process by which 
participants agreed to participate in your research.  
 
Remember that if you have any questions about the ethical conduct of your research at any point, you should 
contact your supervisor, the Research Ethics office, or a member of your Department’s Research Ethics Panel 
for advice.  
 
Feedback: 
If you wish to provide any feedback on the process you may do so by emailing crec-minrisk@kcl.ac.uk .  
 
We wish you every success with this work. 
 
With best wishes 
Research Ethics Office   
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Appendix C: Guide for Observations 
 
 

Fig. 1 GUIDE FOR OBSERVATIONS 
Setting Participants Dancing 
Building/space and area of 
London 

Social behaviour  Structure/elements of 
sessions  

Event organisation Fitness Level Connection to Rambert 
Role of teacher Embodiment  Teaching methods 
Roles of other 
observers/carers 

Verbal emotions & 
comments 

 

   
 
 
 
FURTHER DESCRIPTION OF GUIDELINES 
 
Venue 

x Building/space and area of London: Observations about the space assigned for the 
dance sessions, including floor and light elements, or any other elements of the room 
and context of the area of London. 

x Event organization: How the session was run in terms of efficiency, managing 
participants engagement, set-up, and technological elements. 

x Role of teacher: Remarks on teacher’s interaction with participants and management 
of the sessions.  

x Roles of other observers/carers: How other observers and carers interacted or 
participated with main participants in the sessions. 

 
Participants 

x Social behavior: How participants interacted with each other and the teacher.  
x Fitness level: Abilities of the participants to do activity. 
x Embodiment: The participants’ reaction to the movement as visible in their bodies, 

whether that be expressions of emotion, confidence, or engagement level and focus. 
x Verbal emotions: The spoken comments of participants related to their feelings about 

the movement or other elements of the sessions. (Recorded anonymously) 
 
Dancing 

x Structure/elements of the session: The order of the session in terms of exercises done 
and dance skills or music elements involved in them. 

x Connection to Rambert: How often and in what context Rambert Dance Company 
was mentioned throughout sessions. 

x Teaching methods: How the teacher chose to present the movement and exercises. 
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Appendix D: Interview Question Guide 
 
Participation in physical activity 
 

x What were your initial reasons for attending these sessions? 
x Have you done any type of dance classes or social dancing before this program? 

(informal or formal, spanning from when they were a child until today) 
x What other physical activity are you involved in on a weekly basis? 
x Are you finding these sessions to impact you in ways that are different to other 

activities?  
 

Connection to Rambert 
 

x Before this project, how familiar were you with Rambert dance company? 
x How did you feel about the opportunity to learn Rambert’s repertoire and visit their 

studios?  
 

Feedback on sessions 
 

x What have you enjoyed about these sessions?  
x Were there any challenges or issues you had with these sessions? 

 

Future engagement 
 

x After this programme ends, would you consider looking for similar programs and 
dance classes elsewhere? 

x What would deter you from continuing dance sessions? 
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Appendix E: Example of Interviews & Observations (Excerpt) 
 

Excerpt from AgeUK Islington group interview 
 

Sixth question: What was your favorite part of the sessions? 
 

x George: 
‘The mystic movement with the arms. Trying to follow her and trying to work out 
what’s right and left.’ 

 
x Jenny: 
‘Thing I liked was when we were basically given permission to freestyle. I find it 
very difficult to work out and remember sequences. I mean I love the way she told 
a story - making a cup of tea, a very simple, everyday activity... It made it more 
memorable and I’d still forget it! So, I felt like I could relax and be given 
permission to make up you know, a sharp movement or circular, flowing 
movement. And I could do it naturally rather than worry about getting it right.’ 

 
x Pamel: 
‘I liked the choreography. And also just everyone sort of learning at the same 
time. It’s the laughter as well. You can forget something and there’s always 
someone there to remind you.’ 

 
x Heather: 
‘I also have great difficulty with coordinating my movements, and when the brain 
jam thing comes in and she says ‘you’re gonna get things wrong here’, and I think 
oh permission to make a mess I can go with that... But it’s still fun to try it and 
that’s the joy is trying. Most of the time getting it right and every now and again 
the hand’s behind your back when it should be in front of you.’ 
 
x Bam: 
‘Her way of teaching. How to approach her ability and disability... Also 
creativeness, like today’s dance - I know it looks rubbish - but it’s a lot of fun! 
[she gets lots of laughs from everyone else]. It’s very good for our brain. You try 
to make yourself get it and observe other people. In other dance groups I went to 
they don’t, you see, you just follow people in front of you. That’s why I keep 
coming back, cause I want to pick up more from her. You just have a good 
laugh... that’s what matters.’ 
 
x Jenny: 
‘She is an excellent teacher.’ [others agree] 
 
x Pamel: 
‘She puts you at your ease, no matter what.’ 
 
x Bam: 
‘I told my husband about this. And he said at your age? When you dance you have 
two left feet! I said, well, come and watch us!’ 
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Excerpt from AgeUK Hounslow final session observations 
 

Session 6: AgeUK Hounslow (July 26) 
 
Venue:  

x Space/building:  
o No air conditioning, one small fan, but not unbearable heat 
o Water available, frequent breaks 
o Newer sound system w/good speakers & iPod hookup 

x Event organization: 
o Waiting for people who come from class before made the session start late 
o Introduced myself and interview after, still was hard to do interview because 

most were going to another class right after, had to be shorter and more 
succinct, less in-depth 

x Role of teacher: 
o Knows participants names, chats easily with them before/during/after 
o Gets hugs from them after, they are sad to know she won’t be continuing the 

sessions 
o Had control of class throughout, more respect and trust obvious than first time 

x Role of other observers/carers: 
o AgeUK facilitator does not participate, just checks in at beginning 
o Carer for one woman dances with everyone fully 

 
Participants: 

x Social behavior: 
o Speak openly with the teacher, are friendly with her 
o Lots of laughter and smiles at each other and to themselves, eye contact is 

common 
o They all knew each other well, had inside jokes about certain exercises or 

movements they liked 
o Talked with each other before and after, worked well during partner dances 

x Fitness level: 
o Entire class could stand, a lot of going from sitting to standing in last exercise 

which people did not have issues with 
o Many were pushing themselves to take balances or stand more often 
o Even if some people didn’t keep up with movement they were trying to, or at 

least keeping rhythm 
x Embodiment (expression, confidence moving, engagement level, etc.): 

o Seem less self-conscious, are really going for movements to full extent, even 
taking risks and pushing themselves 

o Focused but relaxed faces and movements 
o Making visible changes when teacher gives posture/alignment corrections, but 

their posture is better than first session 
o Solo movement was long, most did not look self-conscious at all and were 

happy/smiling when it was their turn, lots of applause and encouragement 
from others watching 

o Able to keep time/rhythm during memory/coordination game much better than 
first session 
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Appendix F: Interview Information Sheet & Consent Form 
 

 
INFORMATION SHEET FOR PARTICIPANTS 
 
 
Title of Study: The Challenges & Opportunities of Contemporary 
Dance Classes for Older Adults in the London Context 
 
King’s College Research Ethics Committee Ref: MR/15/16-430 
 
My name is Khayla Golucke and I am a candidate for the MA in Arts & Cultural 
Management at King’s College London. I am inviting you to participate in my study of 
Rambert’s ‘Mim’s Movers’ program through a small group interview of 3-6 people, 
lasting no more than 30 minutes to an hour. The interview will be audio recorded. 
 
This interview will be used to evaluate the challenges and opportunities of a 
contemporary dance program for older adults in London. I will ask you about: 
 

x Your positive or negative experiences in Rambert’s Mim’s Movers sessions 
x Your previous experiences in dance classes and other physical activity 
x Your motivations for joining this program and how you feel about participating 

in other dance activity programs in the future 
 
You have been invited to take part in this interview based on your participation in the 
Mim’s Movers session at your day centre. Participation in group interviews for the 
purposes of this study are voluntary. You may opt out of participating at any time.  

 
 
What will happen to the results of the study? 
 
Your responses will be used to inform the results in my final written dissertation for 
my MA course, which will be viewed by King’s College London professors, and staff 
of Rambert and their program funder, Greater London Authority. Your responses 
may or may not be quoted in the final dissertation. 
 
Will my taking part be kept confidential? 
 
First names and corresponding day centre location will be used when quoting a 
group interview in the final dissertation. If you would rather be anonymous in your 
responses, please indicate on the consent form on the next page.  
 
 

Exclusion Criteria 
 
You may not participate if you have been diagnosed with any form of dementia, 
depression, anxiety or other mental or physical illness adversely affecting your 
ability to participate in a group interview.  
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Who should I contact for further information? 
 
If you have any questions or require more information about this study, please 
contact me using the following contact details:  
 
E: khayla.golucke@kcl.ac.uk  
 
 
What if I have further questions, or if something goes wrong? 
   
If this study has harmed you in any way or if you wish to make a complaint about the 
conduct of the study you can contact King's College London using the details below 
for further advice and information:  
 
E: anna.woodham@kcl.ac.uk 
  
Thank you for reading this information sheet and for considering taking part in 
this research. 

 
 

CONSENT FORM FOR PARTICIPANTS IN RESEARCH STUDIES 
 
Please complete this form after you have read the Information 
Sheet and/or listened to an explanation about the research. 
 
Title of Study: The Challenges & Opportunities of Contemporary 
Dance Classes for Older Adults in the London Context 
 
King’s College Research Ethics Committee Ref: MR/15/16-430 
 
Thank you for considering taking part in this research. The person organising the 
research must explain the project to you before you agree to take part. If you have 
any questions arising from the Information Sheet or explanation already given to you, 
please ask the researcher before you decide whether to join in. You will be given a 
copy of this Consent Form to keep and refer to at any time. 
 
I confirm that I understand that by ticking/initialling each box I am consenting 
to this element of the study. I understand that it will be assumed that 
unticked/initialled boxes mean that I DO NOT consent to that part of the study. 
I understand that by not giving consent for any one element I may be deemed 
ineligible for the study. 
  
 
 
 

1. I confirm that I have read and understood the information sheet dated 16 July 
2016 for the above study. I have had the opportunity to consider the 
information and asked questions which have been answered satisfactorily. 
 

Please tick 
or initial 

 

 

Please tick 
or initial 
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2. I understand that my participation is voluntary and that I am free to withdraw 
at any time without giving any reason. Furthermore, I understand that I will be 
able to withdraw my data up to 2 weeks after my interview. 

 
3. I consent to the processing of my personal information for the purposes 

explained to me.  I understand that such information will be handled in 
accordance with the terms of the UK Data Protection Act 1998. 
 

4. I understand that my information may be subject to review by responsible 
individuals from the College for monitoring and audit purposes. 
 

5. Anonymity is optional for this research. Please select from the following 3 
options: 
 

a. I agree to be fully identified (First name only) 
 

b. I wish to remain anonymous 
 
 

6. I understand that the information I have submitted will be published as a 
report and I wish to receive a copy of it. 
 

7. I consent to my interview being audio/video recorded. 
 

8. I understand that I must not take part if I fall under the exclusion criteria as 
detailed in the information sheet and explained to me by the researcher. 
 

9. I agree to maintain the confidentiality of group interview discussions. 
 
10. I understand that confidentiality cannot be guaranteed during the group 

interview. 
 
 
 
__________________               __________________              _________________ 
Name of Participant                 Date        Signature 
 
 
__________________               __________________              _________________ 
Name of Researcher                 Date        Signature 
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Appendix G: Mim’s Movers Promotional Materials 
Flyer and invitation to final celebration 


