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Abstract 

 

This research examined perceptions surrounding dance as a sport, art, or combination of 

both in Ontario universities. Competitive dancers, dance coaches, and athletic department 

staff in postsecondary participated in online surveys and interviews to share their 

individual beliefs, knowledge, and understandings about competitive dance and the ways 

dancers can occupy spaces as artists and athletes. Perceptions of dance from each group 

of key informants proved to be dependent on a range of factors within universities and 

across individual participants. Most participants stated they viewed dance as both an art 

and a sport but demonstrated tension in how dancers occupied spaces as legitimate 

athletes within various institutions. While participants indicated openness to the idea of 

dance as a sport and dancers as athletes, the ways in which this was actually attainable at 

the university-level was hindered by various institutional and systemic barriers.1 
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Preface 

 

Presentation and Organization of Ideas 

 The writing of my thesis takes two approaches to present and organize ideas. I 

take a traditional, formal approach to my writing throughout my introduction, literature 

review, methodology, results, discussion, and conclusion chapters. The second approach 

that I take is a narrative approach to capture my journey as a researcher throughout the 

research process. The narrative approach is employed throughout two additional chapters 

in my thesis- the preface and final reflection. In these chapters, I incorporated researcher 

reflexivity to position myself within my own research (Adeagbo, 2021; Greenbank, 2003; 

Harvey, 2020; Holmes, 2020; May & Perry, 2017). These additional chapters bookend 

my research such that I capture my reflections on where I was as I began the research and 

then detail my journey through the research process in my final reflection chapter to 

describe where I was as I completed the research process.  

Conceptualizing the Study 

This research was inspired by my experiences as a competitive dancer during my 

undergraduate studies at Brock. After graduating from my hometown studio and the 

Regional Arts Program at my high school, I was eager to continue dancing in university. 

In my first year of university, I auditioned for Brock Dance, the only competitive dance 

team in our school at the time. We competed in various styles including jazz, 

contemporary, lyrical, tap, ballet, hip-hop, and open. Brock Dance was considered to be a 

student-run club and was represented by BUSU, our undergraduate student union. As a 

first-year student, I didn’t know what it meant to be represented by a student union and 

how much this representation would shape my first-year experiences.  
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Many of our practices were held in a seating area on top of the Hungry Badger, a 

cafeteria inside of our athletic complex. This meant that we had to move and stack tables 

and chairs at the beginning and end of every practice to create space for us to dance. This 

also meant that we were dancing with whatever was left on the floor from students on 

that particular day. This was a cafeteria, so there were no mirrors, barres, sprung floors, 

mats, or stereo systems for us to use. I often had to remind myself to be grateful to at least 

have a decently sized space to dance in weekly. In fact, we were lucky to have a 

somewhat private, secluded space, as the recreational classes had to be held in a much 

less private seating area in a separate building. Once a week, the tap group was given an 

hour time slot to practice in the fitness studio, as tap shoes were not allowed (and were 

not safe) on the Hungry Badger floor. The team was also granted one additional hour in 

the dance studio from 10-11pm on Tuesday nights. This one hour per week was a big deal 

to us, as we were finally able to practice and train in front of a mirror, on a clean sprung 

floor, and in a large enough space to run our dances full out.  

There was so much to be grateful for in my first year on the team. I met some of 

my closest friends, stayed active each week, learned from new choreographers, witnessed 

some incredible talent at university-level dance competitions, and best of all, was able to 

continue doing what I love while in university. Once we finally reached our competitive 

season, I began noticing differences between our dance team and some of the other 

teams. Some schools pulled into competitions with official athletic apparel, school-

branded backpacks and jackets, one team had an athletic trainer, and a couple of teams 

rode on their school’s bus for athletes. In reflecting on my own team, I noticed that we 

did not have the Badger logo on our clothes, our competitive “jackets” were low-cost 
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crew necks that did not have our school colours, we didn’t have any additional apparel or 

accessories, and we arrived on a yellow school bus. Although these differences did not 

impact our dancing, I began wondering why these subtle differences existed in the first 

place. 

In my second year on Brock Dance, there was talk about becoming a part of 

Brock Sports. I didn’t know what this entailed or how it might impact our year, but just 

the thought of joining our athletic department in some capacity was exciting. Maybe this 

meant we could finally get the red backpack that all the student-athletes proudly wore 

around the halls. When it came time for audition season, we were informed of an 

additional team that was being formed that year, the Brock Dance Pak. This team was 

separate from Brock Dance and was solely for dancers who wanted to perform at 

basketball games and other athletic events. This was also the team that was represented 

by Brock Sports, while Brock Dance remained a BUSU club. I was fortunate enough to 

be on both the Brock Dance Competitive Team and Brock Dance Pak in my second year, 

which meant that I was simultaneously experiencing representation by BUSU and Brock 

Sports. Most of the women on Brock Dance had also made the cut to be on the Brock 

Dance Pak, however some dancers were only on one of the teams. This created a bit of a 

division between the teams, as each team had different perks. The Brock Dance Pak’s 

rehearsals were always in the dance studio, dancers received the infamous red backpacks, 

and for the first time, we were able to receive a team uniform with the Badger logo on it. 

As a member of the Brock Dance Pak, we were also expected to uphold a certain standard 

of academic, personal, and professional excellence, as required by all student-athletes 

under Brock Sports. These expectations were new to us, as our leaders on Brock Dance 
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could not enforce expectations pertaining to grades, drinking, partying, and social media 

presence due to the club guidelines outlined by BUSU. Aside from the athletic perks 

noted above, Brock Dance continued to be the core competitive team, while the Brock 

Dance Pak was viewed solely as an athletic performance team. As exciting as this new 

team was for us, our team presidents (who ran both Brock Dance and the Brock Dance 

Pak) were still pushing for a greater inclusion of dance within the athletic department. 

In my third year on the team, we experienced a further evolution of the team and 

its association with Brock Sports. Our competitive team had separated from Brock Dance 

to create the Brock Badgers Dance Pak. This new team was different from the original 

Brock Dance Pak, as it consisted of our competitive team and also required all team 

members to perform at basketball games and other athletic events throughout the year. 

This was the team that our presidents, and previous presidents before them, had been 

pushing towards for years. On the Brock Badgers Dance Pak, our competitive team was 

fully represented by Brock Sports as an athletic club. This new representation came with 

all of the perks we had been hoping for- red backpacks, Nike comp jackets, team apparel, 

more funding opportunities, more performance opportunities, official headshots, a team 

roster on the Go Badgers website, and best of all… more studio space! While some of 

these perks were provided to us in first year with Brock Sports as the Brock Dance Pak 

(i.e., backpacks, performance opportunities), this new evolution of the team allowed us to 

bring competitive team over to Brock Sports, which helped to eliminate the divide 

between the competitive team and performance team.  

The team’s affiliation with Brock Sports carried on into my fourth year and 

continued into future seasons once I had graduated. I was in a unique position when I first 
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began competing as a university student, as I was able to experience the full transition 

from Brock Dance into Badgers Dance Pak. By the time Badgers Dance Pak was 

established, I was an upper year student, choreographer, and leader on the team and was 

then able to fully understand the inner workings of the team. Although we had finally 

achieved athletic status in our university, there were many instances in which we did not 

feel that we were treated like athletes and did not feel that dance was fully understood or 

accepted as sport. Our first year as an athletic club presented some additional challenges, 

as we had to advocate for basic resources and supports that were necessary for us to be 

successful at competition. This included ordering different costumes for each dance, 

having enough hours in studio to practice our routines weekly, paying competition fees 

early in the year, and scheduling extra practices prior to competition. In comparison to 

other athletes and other teams, there were noticeable differences in the way our team (and 

other less recognized athletic clubs) were prioritized and valued as a sport. This was 

especially prevalent in the way team successes were highlighted on social media and at 

the year-end athletic banquet, the ways in which resources were allocated, and the overall 

support provided to our team. To many of us, we never felt like true athletes. Outside of 

the athletic department, we often heard questions and comments made by other students 

surrounding the legitimacy of dance as a sport under Brock Sports and the legitimacy of 

dancers on our team as student-athletes. These occurrences, along with many others, are 

what inspired me to begin conducting research about dance in athletic contexts in 

university. My experiences as a student-athlete at Brock University made me realize how 

many important, influential stakeholders did not understand or appreciate competitive 

dance, which inspired to pursue research in the field of competitive dance.  
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In my third year of my undergraduate studies, I got involved with the 

Developmental Processes in Health and Well-Being Lab and Brock Dance Research Lab, 

where I began working with my current thesis co-supervisors, Dr. Danielle Molnar and 

Dr. Dawn Zinga. Through my volunteer work as a research assistant in these labs, I was 

provided the opportunity work directly with studio-based competitive dancers and their 

families to collect mixed methods data. This motivated me to combine my new-found 

interest in research with my experiences as a student-athlete at Brock in a fourth-year 

honours thesis.  

My undergraduate thesis explored the lived experiences and culture of a 

competitive dance team in postsecondary through photovoice methodology. This was an 

exciting project for me, as I was able to take on a researcher role to work with my 

teammates on Badgers Dance Pak. My teammates seemed especially excited about the 

scope of the project and the ways in which they were able to share their personal 

experiences as dancers under our athletic department. The findings of this research 

revealed dancers’ overall frustrations towards views of competitive dance from 

postsecondary institutions. This research also spoke to the ways in which institutional 

structures may be inhibiting dancers from participating in athletic contexts. As such, my 

personal experiences and undergraduate research findings inspired me to conduct further 

research in the field to gain a deeper understanding of dance within university sport 

contexts. This led to my current Master’s research project, in which my initial motivation 

was to understand how the findings of my undergraduate thesis may potentially be 

impacting competitive dancers in other universities across Ontario.  
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Once I started my Master’s program, I retired from competitive dance and remain 

involved in the dance community through my research and through my work as a teacher 

within a competitive dance studio. Although I am no longer a competitive dancer and am 

no longer part of a university team, I hope to bring about meaningful change with my 

Master’s thesis for future generations of competitive dancers in university.
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Introduction 

 

How is dance conceptualized? Is dance a sport? Is dance an art? Can dance be 

categorized as both?  How does the conceptualization of dance influence its experience in 

postsecondary contexts? The controversy surrounding the status of dance as an art or 

sport was prevalent in research throughout the 1970s and 1980s and continued to be a 

considerable topic of debate into the 1990s (Elcombe, 2012). Traditionally, dance and 

sport have been considered different disciplines, with dance being considered an art form, 

not a sport. Several sport philosophers and researchers have explored conceptions of 

dance as a sport by analyzing the cultural and social aspects of each (Arnold, 1990; Best, 

1974; 1985; Boxill, 1984; Elcombe, 2012; Guarino, 2015; Holt, 2017; Markula, 2018; 

Shannon, 2016). The general confusion and lack of clarity towards dance’s categorization 

is part of a larger sport-as-art debate, in which there is a clear division between those that 

support and those that refute the idea that sport can be an art, and vice versa. Although 

efforts have been made by sport philosophers and members of the dance community to 

push for greater recognition for dance as a sport (Boxill, 1984; Musil, 2010), unresolved 

challenges remain in the perceived value and significance of dance in sport contexts, 

particularly in postsecondary. This debate has significant implications for dancers in 

postsecondary, as their experiences as student-athletes (i.e., full-time university students 

who also participate in sport at a highly competitive level) are largely impacted by the 

extent to which dance is considered a sport within their institution and within larger 

governing bodies for university sport. As such, conceptualizations of dance in athletic 

contexts influence the ways in which dance is located and resourced within a hierarchy of 

sports at the university level. 
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 During the sport-as-art debate, conversations centered around sport philosophy, 

the distinction between art and aesthetics, the relation of sport to art and aesthetics, and 

the Best’s (1974; 1985) classification of purposive and aesthetic sports (Arnold, 1990; 

Boxill, 1984; Cordner, 1988; 1995; Kupfer, 1984; 1995; Roberts, 1995; Welsch, 2005; 

Wertz, 1988; Wright, 2003). More recently, scholars have been revisiting the debate by 

reflecting on and questioning the conclusions made by influential sport philosophers 

(Elcombe, 2012; Holt, 2017; Hopsicker, 2015; Markula, 2018). Interestingly, these 

researchers have incorporated dance contexts into their positioning and arguments on the 

debate more so than previous sport philosophers. Nevertheless, with no definite 

conclusion to this debate, dancers still do not have a clear designation as either artists 

and/or athletes. 

Since the beginning of the sport-as-art debate, opportunities for dancers have 

changed, specifically at the postsecondary level (Cohen, 2002; Musil, 2012; Schupp, 

2010). Dancers now have increased opportunities to train in undergraduate dance 

programs as well as train on teams at their postsecondary institution to compete against 

other dancers at university-level dance competitions (Camper Moore & Henning, 2014; 

Huddy, 2016; Yetzke, 2016; Zinga et al., 2019). However, theory and research on dance 

in postsecondary contexts has not kept up with these dramatic changes, creating large 

gaps in the literature. It is therefore increasingly important to look at the role and status of 

dance in postsecondary to better understand the ways in which competitive dancers are 

influenced by perceptions of dance as an art, sport, or combination of both. 

Another major influence on conceptualizations of dance are the underlying 

gendered beliefs and cultural practices surrounding sport (Azzarito et al., 2006), which 
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were not considered during the sport-as-art debate. Sport has been constructed as a 

masculine domain that is largely defined by patriarchal ideals and the superiority of 

athletes who identify as men (de Haan & Knoppers, 2019; Fielding-Lloyd & Mean, 2016; 

Gentile et al., 2018; Messner, 1988; Svender et al., 2012). The prevailing notion of sport 

as a masculine site is not only sustained and reinforced by “a series of myths” (Prakash, 

1990, p. WS-25) and preconceived notions about women in sport, but also by social 

constructions of masculinity and femininity within sport contexts (Azzarito et al., 2006; 

de Haan & Knoppers, 2019; Fielding-Lloyd & Mean, 2016; Musto & McGann, 2016; 

Steinfeldt et al., 2011; Wrench & Garrett. 2017). For the dance community, this debate 

has presented various challenges to dancers with regards to recognition as legitimate 

athletes with athletic abilities (Guarino, 2015), accessibility of sport-related resources 

(Markula, 2018), identity development (Camper Moore & Henning, 2014; Steinfeldt et 

al., 2011; Tai, 2014), and the perpetuation of traditional gendered hegemonic practices 

(Steinfeldt et al., 2011).  

My research focused on examining how competitive dancers, competitive dance 

coaches, and athletic department staff in postsecondary conceptualize the extent to which 

dance is considered as art, sport, or combination of both, and how this conceptualization 

may influence how dance teams are managed, how resources are allocated, and the 

opportunities that are provided to dancers in postsecondary contexts. Via surveys and 

interviews, individuals in each group of key informants had the opportunity to share their 

individual beliefs, ideas, knowledge, and understanding about competitive dance and the 

ways in which dancers may or may not be considered athletes. This research has 

important implications for the field as well as for competitive dancers in postsecondary as 
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to my knowledge, it is the first to explore differences in how various stakeholders in 

postsecondary value and categorize dance and the first examine how dancers may occupy 

spaces as student-athletes.  

Literature Review 

 

The Sport as Art Debate 

 

 The relationship between sport and art has been a subject of considerable 

controversy and debate. On each side of the debate, there are two groups - those who 

have argued that sport can be considered art, or vice versa, and those who disagree with 

that view entirely by arguing that sport cannot be art (Arnold, 1990). Philosophers 

including Best (1974; 1985), Boxill (1984), Cordner (1988; 1995), Kupfer (1984), 

Roberts (1995), and Wertz (1988) were interested in exploring the connection between 

sport and art as well as the presence of aesthetics within athletics (Elcombe, 2012). 

Essentially, these sport philosophers were exploring, analyzing, and critiquing the long-

standing question, “is sport art?” (Elcombe, 2012; Holt, 2017; Hopsicker, 2015).  

One of the most influential philosophers to first explore this question was David 

Best (1974). Best is well known for his work regarding the aesthetic value of sport and 

his distinction between purposive and aesthetic sports. Throughout his work, Best 

remained persistent in his conclusion that sport is not art. He based his positioning off of 

two main arguments. First, he concluded that art allows for expression of life’s issues 

(i.e., moral, social, political, and emotional issues), whereas sport does not (Best, 1974). 

This form of expression was explained as being an intrinsic aspect of art that is exclusive 

and unique to art only. As such, Best argued that it can be understood that art may be 

about sport, but sport may not be about art (Best, 1974). For example, in gymnastics, 
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diving, trampolining, and synchronized swimming, performers do not have the ability to 

express life situations through the medium of their activity. However, a dramatic 

performance or piece of fine art allows for the possibility of considering life’s issues 

(Best, 1974). Second, Best (1974) explained that the subject of our attention in art is an 

“imagined object” and that art is imaginatively constituted. Put simply, sport is real, 

while art is imagined (Arnold, 1990). For instance, when a tragedy occurs in a play, it is 

happening to fictional characters who are being portrayed by actors. Whereas when a 

tragedy occurs in sport, it happens to directly to living participants who are taking part in 

the sport (Best, 1974).  

Additionally, Best (1974) stated that sport can be mistakenly referred to as art 

because of a failure to distinguish between the aesthetic and the artistic, ultimately 

resulting in confusion and inaccurate conclusions within the debate (Elcombe, 2012). The 

aesthetic was referred to by Best (1974) as a way of perceiving an object or action, 

whereas the artistic was limited to objects or actions that are intentionally created. The 

aesthetic was considered a much larger notion than art, as Best viewed it as a “concept 

which refers to the possibility of perceiving things from a particular point of view” 

(Arnold, 1990, p. 161). On the other hand, art was described by Best as a fairly general 

concept. Since Best argued that art cannot be detached from life, art has the ability to 

capture issues of social, moral, or political significance (Arnold, 1990). However, 

designated art does not necessarily guarantee an aesthetic experience. In other words, an 

object that is found to be aesthetic does not necessarily mean that is art. As Arnold (1990) 

suggests, “to speak of the aesthetic is not necessarily to speak of art” (p. 167). In 

understanding this distinction, Best questioned whether sport can be considered from an 
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aesthetic point of view. Furthermore, he argued that any object or activity can be 

considered aesthetically (i.e., sports, cars, mountains, philosophical arguments). 

However, he further explained that some activities and objects are centrally more 

aesthetic than others (Best, 1974).  

The distinction between the aesthetic and artistic as well as the conclusion that 

sport can be considered aesthetically allowed Best (1974) to categorize sports into two 

categories: purposive sports and aesthetic sports. Purposive sports are those in which the 

aesthetic is relatively unimportant and those that have multiple means to an end (i.e., 

hockey, soccer, football, basketball, etc.). Contrastingly, aesthetic sports are those in 

which the aesthetic is essential to the aim of the sport (i.e., synchronized swimming, 

figure skating, gymnastics, diving, etc.) (Best, 1974).  

According to Best (1974), purposive sports form the majority of all sports. The 

objective of each purposive sport is independent of the manner of achieving it, as long as 

it conforms to the rules of the game. For example, it is more important that a soccer team 

actually does score a goal rather than focusing on how the goal is scored. While specific 

movements, games, or performances can be considered from an aesthetic point of view in 

purposive sports, they are not central to the sport (Best, 1974; 1985). For instance, soccer 

can still be considered soccer if there is no concern for aesthetic whatsoever, but soccer 

could not be considered a purposive sport if none of the players tried to score a goal 

(Best, 1974). In purposive sports, there is a clear, specifiable purpose which defines the 

activity, while the aesthetic may be “incidental.” Best (1974) noted that people may argue 

that purposive sports can be considered from an aesthetic point of view, to which he 
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argued that everything else in life can also be considered that way, but does that make it a 

sport?  

In aesthetic sports, the aim of the sport cannot be separated or isolated from the 

aesthetic (Best, 1974). In this sense, aesthetic sports are similar to the arts because their 

purpose cannot be achieved without considering the manner of achieving it. For example, 

the aim of the vault in gymnastics is not to get over the box clumsily and in an 

uncontrolled manner. Rather, the ways in which the movements are performed are 

central, not incidental to the sport. Therefore, the aesthetic is “logically inseparable” from 

the aim of the sport (Best, 1974; 1985). 

 Finally, Best (1974) argued that the distinction between purposive and aesthetic 

sports are the ways in which the means to the end are achieved. Within the specific rules 

and conventions of a purposive sport, there are various ways to achieve a successful end 

to the game. In contrast, aesthetic sports do not have a purpose that is independent of the 

manner of achieving it (Best, 1974). For example, you cannot tell a figure skater that it 

does not matter how their movements are performed, as long as they achieve the purpose 

of the sport. However, it is logical to motivate a soccer team to score goals without being 

concerned about how they are scored (Best, 1974; 1985).  

 Following Best’s (1974) initiation of the sport-as-art debate, several philosophers 

sustained the debate by responding to Best’s conclusions and arguments about sport and 

aesthetics. Among these sport philosophers, Boxill (1984), Wertz (1988), Roberts (1995), 

Wright (2003), and Kupfer (1984) made notable contributions. Boxill (1984) challenged 

Best’s arguments about aesthetics in sport by stating that technical skills do not 

necessarily outweigh artistry and artistic elements in sport (i.e., style, grace, and form), as 



 

 

8 

 

the desire to win an athletic contest generates aesthetically pleasing games. Boxill (1984) 

further argued that artists and athletes take on similar goals and aim at “beauty” as a way 

to achieve these goals. Wertz (1988) also contested Best’s arguments that separated sport 

from art, as he felt that they were confining and unreasonable. Similarly, Roberts (1995) 

critiqued Best for applying different ways of describing and defining sport and art. 

Roberts explained that Best described art in “exclusively particular terms” while sport 

was described in “exclusively general terms” (as cited in Elcombe, 2012, p. 497). If this 

were to be corrected, Roberts suggested that there was no remaining reason as to why 

anyone can claim that sport cannot be art.  

 Kupfer (1984) agreed with Best’s argument that it is not necessary for sport to 

seek an artistic categorization. However, he argued that Best failed to acknowledge the 

“deeply essential” aesthetic components of all sports by inaccurately emphasizing scoring 

and winning as the goal of all competitive sports. Instead, Kupfer (1984) believed that 

scoring and winning is the internal purpose of the sport, but the activity is not defined by 

this internal purpose. Considering how the internal purpose is achieved, not how it is 

made, is a crucial aspect to the aesthetic point of view. Wright (2003) had similar views 

as Kupfer, as he also asserted that the aesthetic components of sport influenced interest 

and attraction. However, he explained that these aesthetic components remain implicit. 

Wright (2003) further defined the conditions for aesthetic judgements in arguing that 

technical excellence and emotionally charged responses are necessary conditions for an 

aesthetic experience in sport. He further concluded that the aesthetic experience in sport 

refers to the emotional response during great moments in sport as a result of technical 

excellence.  
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 The heart of the debate centered about defining the social value of sport. Best 

(1995) made this clear in suggesting that Boxill, Wertz, and other sport philosophers 

attempted to categorize sport as art to raise its cultural status (Elcombe, 2012). Art was 

seen to be affiliated with intellectuals, high culture, and the best of society, whereas sport 

was considered nonessential and expendable in society. Contrastingly, sport was seen as 

reserved for children, the less cultured, and as an escape from the real world. While sport 

did not struggle with popularity, it was supposedly destined for second-class status with 

regards to significance in comparison to art (Elcombe, 2012). If judged by the criteria of 

art, Best (1995) argued that sport would only qualify as “poor art” and any attempt to 

elevate the status of sport would be insufficient.  

 In connecting this debate directly to dance contexts, Holt (2017) suggested that 

we should replace the long-standing question “is sport art?” with a more focused question 

by asking “is sport ever art?” Holt (2017) further proposed that it is more plausible to 

consider the art-to-sport premise than the sport-to-art premise when considering dance as 

a sport or form of art. However, when considering whether dance can be classified as a 

sport, it should be noted that not all dance qualifies as art (Holt, 2017). Cohen (1962) 

suggested that dance is not always a form of art, as it consists of three broad types: (1) 

ceremonial dance (i.e., tribal rituals, cultural celebrations); (2) social dance (i.e., in 

nightclubs, at weddings); and (3) proper artistic dance (i.e., ballet). As such, it is 

important to focus the question appropriately by examining whether Cohen’s (1962) 

categorization of artistic dance qualifies as sport in specific contexts. However, Cohen 

(1962) failed to acknowledge dance in competitive contexts, while Holt (2017) included 

competitive dance in his analysis. Holt (2017) explained that it is important to distinguish 
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between at least two types of competitive dance. The first type includes forms of dance 

that are “essentially competitive,” including competitive ballroom/DanceSport, b-boy 

battles, and cheerleading. The second type of competitive dance is not inherently 

competitive but has significant, clearly defined competitive contexts. For instance, in 

ballet, there are ballet competitions such as the Youth America Grand Prix, as well as the 

inherently competitive nature of ballet auditions, competing for roles and status within 

ballet companies, and so on (Holt, 2017). Nevertheless, Holt also failed to recognize 

competitive dance in contexts pertaining to dance studios and competitive dance teams in 

elementary schools, high schools, and postsecondary institutions. 

 After close to two decades of ongoing debate, the debate ended with no definite 

conclusion. Sport philosophers involved in the exchange had binary beliefs on either end 

of the debate by proposing that sport is art, or sport is not art (Elcombe, 2012). While the 

debate paid close attention to the values, qualities, and cultural significance of athletic 

activities, conceptions of art and sport remained within their normalized, traditional 

boundaries that sought to define what can and cannot be sport and what can and cannot 

be art. Elcombe (2012) suggested that this left us with the following question: “should 

concepts of art be inclusive to make room for sport or essentially narrow to protect art 

from infestation?” (p. 204).  

Defining Dance and Sport 

 

In considering how definitions of dance and sport have impacted the sport-as-art 

debate, it is important to pay attention to the particular means by which these terms have 

been defined and the ways in which these definitions may serve to support each side of 

the debate. Both dance and sport lack definitive meaning due to their numerous 
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definitions and classifications (Guarino, 2015; Ingram, 1978). Although various scholars 

have presented their own understandings of these definitions, confusion remains as there 

is no conclusive, encompassing definition for either dance or sport (Guarino, 2015; 

Ingram, 1978; Shannon, 2016).  

Dance is especially challenging to define because it is so diverse and does not 

have a clear outcome or primary purpose (Guarino, 2015; Ingram, 1978; Kraus, 1969). 

Ingram (1978) generally defines dance as “a form of communication or a communicative 

art” (p. 87), whereas Kraus and colleagues (1999) define dance as “an art form performed 

by individuals or groups of beings, existing in time, space, force, and flow, in which the 

human body is the instrument, and movement is the medium” (p. 24). The Britannica 

Encyclopedia (n.d.) defines dance as “the movement of the body in a rhythmic way, 

usually to music and within a given space, for the purpose of expressing an idea or 

emotion, releasing energy, or simply taking delight in the movement itself.” In the 

Merriam-Webster Dictionary (n.d.), there are eleven definitions of dance, while there are 

ten definitions in the Cambridge Dictionary (n.d.-a), and five definitions in the Oxford 

Learner’s Dictionary (n.d.-a). Thus, further reinforcing the notion that dance does not 

have a conclusive, encompassing definition (Ingram, 1978). In examining the definitions 

presented above, it is clear that dance is considered a form of art that serves to express 

and communicate. However, each of these definitions fail to take the sport-like qualities 

of dance into consideration, including competition, training and practice, technical skill, 

athleticism, and so forth (Guarino, 2015; Markula, 2018; Shannon 2016). 

 Defining sport is somewhat less difficult because all sports have “game-like 

qualities” and are connected by a main objective of winning against others (Ingram, 
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1978). Nevertheless, defining sport is similar to defining dance in that it also has multiple 

definitions (Ingram, 1978). The Oxford Learner’s Dictionary (n.d.-b) primarily defines 

sport as an “activity that you do for pleasure and that needs physical effort or skill, 

usually done in a special arena and according to fixed rules.” Similarly, the Cambridge 

Dictionary (n.d.-b) defines sport as “a game, competition, or activity needing physical 

effort and skill that is played or done according to rules, and for enjoyment and/or as a 

job” and offers a secondary definition explaining that sport encompasses “all types of 

physical activity that people do to keep healthy or for enjoyment.” When considering the 

definitions of sport above, there is no mention of expression or creativity (Guarino, 

2015). Instead, differences between dance and sport are often highlighted, with the most 

distinct difference being the explanation of dance as an aesthetic experience and sport as 

a contest (Ingram, 1978). Guarino (2015) suggests that definitions of sport and the use of 

vocabulary in these definitions are “at odds with the very essence of dance” (p. 77). 

Vocabulary such as activity, game, competition, physical effort, and rules do not suggest 

that self-expression and creativity can occur in sport contexts.  

 It is clear that dance and sport have been defined in an opposing manner as two 

entirely distinct entities. To summarize the main differences between the two, as 

highlighted by Ingram (1978) and Guarino (2015), the defining elements of dance and 

sport are displayed in the table below: 

Table 1 

Defining Characteristics of Dance and Sport 

Dance Sport 

Aesthetic experience A contest 

Innovative, doesn’t follow a set of rules Must abide by rules and regulations 

particular to the sport being played 
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Conforming to the design, form, and style 

of the genre 

Conforming to the set of rules of the game 

Choreography Strategy and plays 

Art Activity, contest 

Public appreciates artistry, moving the 

body in physically impressive ways, and 

originality 

Public appreciates obvious skill to 

measure success 

Artists Athletes 

No clear winner or loser, very subjective 

based on the set of judges 

Clear winner or loser based on a point 

system 

Goal to communicate with the audience Goal to win 

 

 Although these definitions broadly categorize dance and sport, they do not 

consider dance and sport in specific contexts and environments. Instead, these definitions 

serve as a broad generalization in a range of contexts and environments. I am particularly 

interested in how the sport-as-art debate and definitions of dance and sport impact 

student-athletes in postsecondary institutions in Ontario. However, there are very limited 

Canadian-based resources from primary sport organizations, including U Sports, the 

governing body for all university sport in Canada, and Ontario University Athletics 

(OUA), an Ontario-based conference area within U Sports. Both U Sports (n,d,) and the 

OUA (n.d.-a) provide an online Strategic Plan outlining the ways in which they 

categorize and organize sports, their guiding statements and strategic priorities, visions 

and missions, and overall goals. Both organizations also provide an extensive list of 

policies and guidelines, student-athlete user guides, and administrative documentation for 

sports teams. However, the resources listed above fail to define sport and fail to provide 

specific criteria to determine if an activity can be considered a sport within their 

organization. Alternatively, I turned to American sport organization resources to gain an 

understanding as to how sport is defined and how activities are deemed “official” sports 

in competitive postsecondary contexts.  



 

 

14 

 

The National Collegiate Athletic Association (NCAA) is the American equivalent 

of U Sports in Canada. Within the NCAA, the Committee on Women’s Athletics (n.d.) 

defines sport as: 

An institutionalized activity involving physical exertion with the primary purpose 

being competition versus other teams or individuals within a collegiate 

competition structure [that operates] under standardized rules with rating/scoring 

systems ratified by at least one official regulatory agency and/or governing body 

(as cited in Hennefer et al., 2003, p. 6). 

 

Interestingly, this definition of sport is more inclusive to arts and activities that have not 

yet gained full sport and athletic recognition in postsecondary contexts. 

In creating specific criteria to determine if an activity can be a sport, the Office 

for Civil Rights (n.d.) outlined that an activity can be considered a sport if: (1) team 

selection is based on objective factors primarily based on athletic ability; (2) the activity 

has a defined season; (3) the team prepares for competition in the same way as other 

teams in the athletic program with regards to coaching, recruitment, budgeting, try-outs, 

eligibility, length and number of practices, and competitive opportunities; (4) the activity 

is carried out through the athletic department; (5) the primary goal of the activity is 

athletic competition, not the support or promotion of other events (as cited in Hennefer et 

al., 2003). Although these criteria are not relevant to all forms of dance, they are 

particularly relevant to competitive dancers who are seeking to gain athletic status in 

postsecondary contexts and subsequently gain student-athlete status.  

Gender in Sport Contexts 

 

In considering perceptions of dance as a sport, it is also important to consider the 

premise of dancers as athletes. In the current literature, there is very limited research on 

dancers as athletes (Koutedakis & Jamurtas, 2004; Larson et al., 2020; Solomon et al., 
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2001), with a majority of the research focusing on sports medicine and physiology related 

to dancers. While there are various media articles that explore the concept of dancers as 

athletes (Bryant, 2013; Kaufman, 2015; Trounday, 2019), there is no consensus as to 

whether or not dancers should be considered artists, athletes, or performance athletes. 

Interestingly, most of these media articles focus on the idea of ballet dancers as athletes, 

while failing to recognize other genres of dance and the various contexts in which dance 

may take place (Kaufman, 2015; Trounday, 2019). Those in support of dance as a sport 

argue that dancers are similar to recognized athletes in the ways that they train, suffer 

from injuries, and develop the athletic skills and abilities that are required of them to 

perform at a high level (Bryant, 2013; Trounday, 2019). On the other hand, authors in the 

media who support dance as an art choose to highlight the grace, fluidity, expression, and 

emotional experiences that dance can evoke in audiences and performers (Kaufman, 

2015). Nevertheless, very few researchers have examined the ways in which dancers may 

or may not meet athletic criteria that is comparable to the requirements of recognized 

athletes.  

Similar to recognized athletes, dancers train for several hours each week, develop 

genre-specific skills and technique, improve athleticism, and compete both individually 

and on a team against other dancers (Shannon, 2016). Throughout their training, dancers 

must develop endurance, stamina, strength, balance, coordination, and cardiovascular 

efficiency (Davenport, 2017; Ingram, 1978; Guarino, 2015; Shannon, 2016). In addition, 

dancers not only need to develop athletic skills and abilities, but they are also required to 

perform with ease, grace, and creative intention (Guarino, 2015). Despite these 

similarities between dancers and recognized athletes, challenges remain for dancers in 
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gaining recognition as athletes in addition to the more general struggle for dance to gain 

recognition as a sport. These challenges can be partially attributed to broader issues of 

gender, femininity, and sexuality and within sport contexts. Generally, dance is viewed as 

feminine, while sport remains dominated by men, masculinity, and traditional hegemonic 

ideals (Clopton, 2012; Gregg & Gregg, 2017; Krane, 2011; McSharry, 2017; Mean & 

Kassing, 2008; Messner, 1988; Shannon, 2016; Svender et al., 2012).  

Traditionally, sport was considered an exclusive site in which only men and 

young boys’ participation was deemed socially acceptable in British/European history 

(Gregg & Gregg, 2017; Prakash, 1990). In the nineteenth century, Victorian ideals shaped 

what was appropriate for women in their domestic lives, personal work, and sport 

participation, ultimately positioning women in the home as caretakers (Gregg & Gregg, 

2017). During this time, medical experts believed that women’s bodies were too fragile to 

handle the intense exercise that was associated with sport and physical activity (Gregg & 

Gregg, 2017; Prakash, 1999). It was believed that engaging in physical activity would 

have severe implications for women’s health, including complications with infertility. 

Doctors also believed that young girls going through puberty were at risk of depleting 

their energy capacity, becoming sterile, becoming weak, or becoming masculine (Gregg 

& Gregg, 2017). As a result, the capacity for girls and women to participate in sport was 

restricted by medical myths and Victorian ideals (Gregg & Gregg, 2017; Smith-

Rosenberg & Rosenberg, 1973). 

 Over time, competitive sports remained a reserve for men, while only upper-class 

women were allowed to participate in select individual sports, including golf, tennis, 

archery, and croquet (Gregg & Gregg, 2017). These sports fit within the desirable 
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Victorian ideals, as they did not require vigorous physical activity and could be played in 

feminine, sex-appropriate attire consisting of long dresses and corsets (Adelman, 1986; 

Vertinsky, 1990). By the late nineteenth century, the benefits of sport participation (i.e., 

teamwork, cooperation, communication skills, respect for authority, work ethic) became 

more widely understood in Western society (Gregg & Gregg, 2017). At this time, boys 

and men remained the primary participants of competitive sports and activities, while 

girls and women participated exclusively in sports as a non-competitive, recreational 

activity (Messner, 1988). Women were also appointed the role of the cheerleader in sport, 

as they were viewed as sex objects on the sidelines while cheering on the men’s sports 

teams (Messner, 1988; Prakash, 1990). 

 By the twentieth century, three pieces of legislation passed between 1960 and 

1980 in the United States that expanded opportunities for women in a wide range of 

contexts. Although they were not specifically written for sport, they had a major 

influence on the future of women’s access to and participation in sport (Gregg & Gregg, 

2017). These significant legislations included: The Civil Rights Act of 1964, use of the 

14th Amendment to the Constitution in the judicial lawsuits in 1973, and Title IX of the 

Education Amendments in 1972 (Gregg & Gregg, 2017). Of each of these legislations, 

Title IX of the Education Amendments had the most significant impact for women in 

sport (Gregg & Gregg, 2017; Lopiano, 2000; McSharry, 2017; Messner, 1988; Prakash, 

1990). Title IX was a federal civil rights law that mandated antidiscrimination in 

admissions, access, and treatment in federally funded educational programs. The 

legislation was also concerned with extracurricular activities sponsored by schools and 

universities, including intramurals, club sports, and varsity athletics. Prior to Title IX, 
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extracurricular activities were underfunded, overlooked, and were lacking in women’s 

participation (Lopiano, 2000; McSharry, 2017). Since the passing of Title IX, women 

have had legal grounds to push for greater equality within high school and university 

athletics, as the legislation made it mandatory for any institution receiving federal 

funding to provide equal opportunities for women to participate in educational activities, 

including sports (Holland & Olegsby, 1979; Messner, 1988; Prakash, 1990).  

 In today’s sport contexts, it is evident that the current state of women in sport has 

been shaped by historical ideals, norms, and beliefs about gender (Gregg & Gregg, 2017). 

Sport continues to be defined by standards of masculinity, which ultimately position 

athleticism and femininity as opposing and contradictory (Krane, 2001). As such, sport 

remains one of the most prevalent domains in which gender binaries and unequal cultures 

persist between men and women (O’Connor, 2009). Since gender is an organizing 

principle of sport, understandings of sport are based on what is suitable and acceptable 

for men, and what is suitable and acceptable for women (Hargreaves, 1993; Krane, 2001). 

For example, masculinity and sport are often equated with strength, aggression, 

competitiveness, assertiveness, confidence, and independence, while femininity and sport 

are typically associated with cooperation, play, fun, teamwork, and friendly competition 

(Hennefer et al., 2003; Krane, 2001; McSharry, 2017; Vlasic et al., 2012). These 

gendered beliefs are consistently perpetuated and reinforced in sport contexts are often 

not challenged (Krane, 2011). Thus, it has been argued that “sport settings create and 

reproduce gendered cultural forms by maintaining social practices within these settings as 

a ‘Male Preserve’” (Azzarito et al., 2006, p. 223; Theberge, 1994). 
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In considering that sport is a “male preserve” in which women are oppressed, 

women often participate in sport by employing traditional standards of male athleticism 

while simultaneously attempting to conform to societal expectations of femininity 

(Azzarito et al., 2006; Krane, 2001; Steinfeldt et al., 2011). This is especially prevalent 

for women in “masculine” sports such as soccer, football, and ice hockey (Azzarito et al., 

2006; Krane, 2001). To be successful, women must develop traits associated with 

masculinity and develop an athletic identity based on male athleticism (Krane, 2001; 

Steinfeldt et al., 2011). At the same time, women must also manage expectations 

surrounding culturally desirable standards of femininity, such as attractiveness and 

heterosexuality (Azzarito et al., 2006; Krane, 2001; Steinfeldt et al., 2011). However, 

culturally defined standards of femininity are incompatible with culturally defined 

standards surrounding athleticism (Krane, 2001; Steinfeldt et al., 2011). Nevertheless, 

there is a gap in the literature, as there currently is no research on the ways in which 

gender may influence dancers in sport contexts and conceptions of dancers as athletes. 

Although this has not previously been explored, I suspect that ideals, norms, and beliefs 

surrounding gender and sport can be applied to dancers in sport contexts.  

Student-Athletes in Canadian Postsecondary Contexts 

 

 The student-athlete identity is characterized by an idealized balance of academics 

and athletics within postsecondary institutions (Jayakumar & Comeaux, 2016). Aquilina 

(2009) defines student-athletes as “a group of individuals who are still in education but 

also train at a high level in sport” (p. 27). Similarly, Pato and colleagues (2014) define a 

student-athlete as “a person who is a full-time university or high school student, and who 

participates in athletics or plays sports as an individual or member of a federation, a club, 
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or a sport association” (p. 21). In Gomez et al.’s (2018) research, student-athletes are 

defined as “those who [are] in a higher education institution, competing at a national to 

international level and [are] receiving support (financial and/or practical assistance) from 

the higher education institution” (p. 330). The term student-athlete suggests that 

individuals are students first and athletes second. This ordering of roles encourages 

athletes to primarily pay attention to their student role, which tends to cause conflict and 

tension between their dual identities as students and athletes (Despres et al., 2008; 

Staurowsky & Sack, 2005).  

 Student-athletes are faced with unique stresses and challenges, as they are 

required to balance the demands of their sport with academic demands during their course 

of study (Gomez et al., 2018). A majority of students carry full course loads and practice 

at least 2-4 hours per day. In fact, students may lose their athletic eligibility if they fall 

below full-time status by dropping out of courses (Jolly, 2008). In a study by Potuto and 

O’Hanlon (2006), 82.1% of athletes in the USA reported spending over 10 hours per 

week practicing their sport, while 40.2% of athletes reported spending over 10 hours per 

week playing their sport during their competitive season. For many student-athletes, the 

athlete role is often in favour because it “engulfs and controls” their lives (Despres et al., 

2008). Nevertheless, balancing priorities is essential for high performing student-athletes, 

as they commonly strive for academic excellence while continuing to participate in their 

sport (Gomez et al., 2018). Despite these challenges, there are clear social and academic 

benefits to participating in athletics while in postsecondary. Some of the benefits of sport 

participation by student-athletes include: raising educational goals, encouraging success 

in academics, fostering social integration, increased personal and academic support, 
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athletic scholarship and funding opportunities, increased opportunities for community 

service, and commitment to overall excellence (Despres et al., 2018; Gomez et al., 2018; 

Kamusoko & Pemberton, 2013; Loy et al., 1978; Paule & Gilson, 2011; Sylwester & 

Witosky, 2004). In addition, university athletics provides educational opportunities for 

individuals from low-income homes, instills loyalty, establishes camaraderie, and 

provides entertainment for supporters both on and off campus (Sylwester & Witosky, 

2004).   

 The benefits of participating in university athletics can also serve as protective 

factors for student-athletes’ mental health (Egan, 2019). For example, working towards a 

sport-related goal gives student-athletes a sense of purpose and adds value to their lives. 

Setting and achieving goals also allows student-athletes to measure their progress and 

enhances their self-esteem (Egan, 2019). Additionally, student-athletes have greater 

access to resources (i.e., mental health providers, sports nutrition staff, physicians) and 

increased social support throughout postsecondary, ultimately improving their well-being 

(Egan, 2019; Gomez et al., 2018; Kamusoko & Pemberton, 2013). However, experiences 

in sport involve a wide range of stressors that can profoundly impact student-athletes’ 

mental health and well-being (Egan, 2019). Similar to their non-athletic peers, student-

athletes experience symptoms of anxiety, depression, mood disorders, eating disorders, 

substance abuse, and withdrawal (Egan, 2019; Hong et al., 2019). These symptoms can 

be heightened in student-athletes, as they are expected to simultaneously manage athletic 

culture, academics, time demands, training, and competitions in addition to their social 

lives (Egan, 2019; Gomez et al., 2018; Jayakumar & Comeaux, 2016; Jolly, 2008). Egan 

(2019) explains that the time demands of balancing academics and athletics in 
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postsecondary is equivalent to balancing two full-time jobs. This idealized balance places 

excess stress and a considerable amount of pressure on student-athletes, ultimately 

increasing their risk of dropping out of athletics all together to focus on their academics 

(Amara et al., 2004; Jayakumar & Comeaux, 2016; Jolly, 2008).  

It is well known that student-athletes are immersed in a culture that sets them 

apart from other students in postsecondary. This culture places demands on athletes that 

their non-athletic peers do not have to face and has both positive and negative impacts on 

their personal, social, career and academic development (Despres et al., 2008). 

Nevertheless, the student-athlete identity is viewed as a badge of honour, as it recognizes 

the fact that students are able to balance the demands of their sport and academics while 

in postsecondary (Gomez et al., 2018; Staurowsky & Sack, 2005).  

 In Canada, all student-athletes in postsecondary are represented by U Sports. U 

Sports (n.d.) is the national governing body for university sports in Canada that 

represents over 20,000 student-athletes, 900 coaches, 56 universities, and 12 sports. The 

member universities that make up U Sports are divided into four conferences based on 

their location within Canada, including: Canada West (CW), Ontario University Athletics 

(OUA), Réseau du sport étudiant du Québec (RSEQ), and Atlantic University Sport 

(AUS). In this study, I focused on examining university sport contexts within the OUA.  

 The OUA is made up of 20 member institutions across Ontario and includes 9,000 

student-athletes, 23 sports, and 40 provincial championships (Ontario University 

Athletics [OUA], n.d.-a). It should be noted that the OUA has a more inclusive, diverse 

range of sports than U Sports, as it includes 23 sports, while U Sports only consists of 12. 

Within the OUA, sports are allocated into three categorizations, as evidenced by the OUA 
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Sport Model (see Table 2). The first categorization of sports is Market Driven Sports, or 

G1 sports. The sports in this category are defined as: 

  A high performance OUA sport that provides competitive, development program 

 of excellence that is a strategic component of the national or provincial athlete 

 development model, is spectator friendly, can generate revenue at universities and

 the OUA, and have a media, communication and sponsorship focus (OUA, n.d.-a, 

 p. 2). 

 

The second category of sports are High Performance Sports, or G2 sports. These sports 

are defined as a “high performance OUA sport that provides competitive, development 

program of excellence that is a strategic component of the national or provincial athlete 

development model (OUA, n.d.-a, p. 2).” The third and final categorization within the 

OUA Sport Model are Competitive Sports, or G3 sports. These sports are defined as “an 

OUA Sport which provides a competitive opportunity to student athletes to represent 

their university within post-secondary competition” (OUA, n.d.-a, p. 2). For a full list of 

the sports included in the OUA Sport Model, see Table 2 below. 

Table 2 

OUA Sport Model Categorizations 

G1 Sports G2 Sports G3 Sports 

Football Cross-country Badminton 

Basketball Field hockey Baseball 

Hockey Rugby Curling 

 Rowing Fencing 

 Soccer Figure skating 

 Swimming Golf 

 Track and field Lacrosse 

 Volleyball Nordic skiing 

 Wrestling Squash 

  Tennis 

  Water polo 
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 As evident in the sport model above, dance does not currently qualify as an 

official sport within university athletics. Both U Sports and the OUA fail to provide an 

explanation as to how sport is defined within their organizations. However, the OUA 

outlines the principles that make up competitive level sports within their organization. As 

such, they explain that a competitive level sport is “an OUA Sport which provides a 

competitive opportunity to student athletes to represent their university within post-

secondary competition” (OUA. n.d.-b, p. 1). In order to qualify, a competitive level sport 

must: (1) provide a quality student-athlete experience; (2) raise the profile of the OUA 

brand; (3) recognize the significance of the student-athlete model; (4) meet Canadian 

Interuniversity and OUA eligibility standards; (5) assist postsecondary institutions and 

the OUA in becoming the destination of choice for student-athletes in Ontario (OUA, 

n.d.-b).  

 In examining definitions of sport in postsecondary contexts, the OUA sport 

model, and the internal organization of U Sports and the OUA, it is clear that dance does 

not currently have a place as a recognized sport in Canadian sport organizations and that 

dancers in university therefore cannot officially take on identities as student-athletes. 

Although Canadian student-athletes are not an underrepresented population in the current 

literature, studies tend to focus on Canadian student-athletes in and from the NCAA (Ali, 

2014; Gilgunn, 2010; Medeiros, 2019; Wells, 2009), mental health (Dukic, 2007; 

Giovannetti et al., 2019; Sullivan, 2019; Van Singerland et al., 2018), race and 

racialization (James, 2003; Miller, 2013), coaching (Banwell, 2013; Banwell & Kerr, 

2016; Chevrier et al., 2016), and identity (Soucie, 2016). However, the current literature 
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on Canadian student-athletes does not address competitive dancers in athletic contexts or 

the ways in which dance may be conceptualized as a sport in postsecondary. 

The Current Study 

 

 This study was designed to address the paucity of research on competitive dancers 

as student-athletes in postsecondary contexts by providing new empirical, applied, and 

practical perspectives. The primary aim of my research was to understand the role and 

status of dance at the postsecondary level to better understand how dancers, coaches, and 

athletic stakeholders value and conceptualize dance. Specifically, I examined differences 

in how dancers’, coaches’, and athletic stakeholders’ understandings of dance as a sport 

were related to contextual factors (i.e., institutional status, perceptions of the university’s 

value of dance, the arts, and athletics in general), previous exposure to dance (i.e., 

knowledge about dance), and key individual differences (i.e., engagement in dance, 

personality, personal value of dance, arts, and sport). I also considered whether the 

positionality of individuals, their experience with dance, and their beliefs about gender 

influenced their understanding of dance as a sport. This research used a QUAL-quan 

mixed methods approach (Cheek, 2021; Morse & Cheek, 2014; 2015), to examine the 

following research questions:  

(1) Do individuals in postsecondary contexts conceptualize dance as a sport, art, or a 

combination of both? 

(2) Are there differences in how individuals perceive dance with respect to contextual 

factors, previous exposure to dance, and key individual differences?  

(3) Do these differences occur as a result of the individual’s role in the dance 

community? 
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As a secondary component to the study, I utilized researcher reflexivity as a means to 

position myself as a researcher throughout the process of my work. In doing so, I kept a 

research journal to reflect on critical incidents throughout the process of my research, 

which is further explored in the final reflection chapter of my thesis. 

Methodology 

 

This research was initially designed to be a traditional mixed methods study. 

However, the impact of COVID-19 realities resulted in a much smaller sample size in the 

quantitative portion of the study than anticipated. Thus, the design shifted to take a 

QUAL-quan mixed method approach instead (Cheek, 2021; Morse & Cheek, 2014; 

2015). This shifted the qualitative portion of the study to be the core of the project 

whereas the quantitative portion was used as a supplemental component. In doing so, this 

maintained the integrity of the mixed methods research design, as both components of the 

project were working together to answer the research questions and gain a complete 

understanding of the results (Morse & Cheek, 2014). 

Methodological Concepts 

 

 There were four methodological concepts utilized throughout this research, 

including: reflexivity, positionality, researcher journal, and interview field notes. 

Reflexivity and Positionality 

Reflexivity involves critically and thoughtfully considering the role of the 

researcher within their own research project (Harvey, 2020). It allows the researcher to 

critically reflect on the research process through continuous self-awareness (Adeagbo, 

2021). Reflexivity informs positionality as it requires the researcher to consider how their 
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views and positions may directly or indirectly influence the research design, execution, 

and interpretations (Greenbank, 2003; Holmes, 2020; May & Perry, 2017; Rowe, 2020). 

 In the case of this research, reflexivity allowed me to consider my role and 

positionality as an insider-outsider (Adeagbo, 2021; Chhabra, 2020; Dew et al., 2019; 

Dwyer & Buckle, 2009; Harvey, 2020; Kwame, 2017; Smith, 2012). I was an insider 

within my project as I was formerly a university-level competitive dancer and remained 

actively engaged as a choreographer at the studio level and university level while 

completing this project. I was also an outsider, as I was simultaneously taking on a new 

role as a graduate student conducting research. My position as an insider-outsider meant 

that I resonated with much of what participants had to say, but also needed to be mindful 

that my experience in the postsecondary context and my distance from it now meant that I 

needed to be open to other experiences that may not have resonated with mine and to 

carefully listen to what all participants had to say. 

Researcher Journal and Interview Field Notes 

 Both researcher journals and interview field notes are used to enhance data and 

provide a rich context for analysis (Creswell, 2013; Phillippi & Lauderdale, 2018). They 

also act as a record of ideas and experiences throughout the research process (Coghlan & 

Brydon-Miller, 2012). In the context of this study, I used my researcher journal and 

interview field notes as critical self-reflective tools to deepen my engagement and 

understanding of the research process while also assisting in the creation of codes for the 

thematic analysis. During the interviews, my research assistants and I wrote field notes to 

document interesting ideas and lived experiences articulated by the participants while 

also documenting how the interview process made us feel as the researchers. These field 
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notes were then utilized in the first two phases of the thematic analysis (Braun & Clarke, 

2006) when familiarizing myself with the data and beginning to generate initial codes. 

The researcher journal was also used to reflect on critical incidences throughout the 

research process- beginning with the proposal defence and finishing with the final written 

draft. These critical incidences are later reflected on in the final reflection chapter. 

Research Ethics 

All procedures included in this study received ethical clearance from the Research 

Ethics Board at Brock University (see Appendix A). After receiving ethical clearance, 

two modifications were sent into the Research Ethics Board. The first modification (see 

Appendix B) was sent in to request permission to use social media as an additional 

recruitment strategy. By using social media as a recruitment strategy, I felt that it would 

serve as a reminder for participants who had previously been emailed about the study. 

Additionally, I felt that social media would be a broader way to spread the word about the 

study and reach potential participants who had not yet been informed about the study. 

The second modification (see Appendix C) requested permission to open up the 

study to dancers and coaches who had recently graduated within the past 5 years due to 

the response generated by the social media recruitment strategy. I was contacted by 

various potential participants who were previously involved in a university-level 

competitive dance team but were not eligible to participate because they had graduated 

and/or retired from their team. By extending the time frame an additional 5 years, I felt 

participants would be able to recall and describe their recent experiences on a competitive 

dance team while completing the survey and interview components. Since this research 

took place during the COVID-19 pandemic when dancing and training was subject to 
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restrictions, this 5-year extension seemed reasonable given that all participants were 

reflecting on past experiences to some degree. 

Recruitment  

Participants were purposefully recruited from universities across Ontario based on 

predetermined inclusion and exclusion criteria for each competitive dance team and 

athletic department. 

For a dance team (dancers and coaches) to be contacted to participate, they were required 

to meet the following inclusion criteria: 

(a) Consists of university-aged dancers at an Ontario university. 

(b) Competes at a minimum of 1 university dance competition per year that is not 

specific to one particular style (ex: Strive Dance Challenge, Terpsichore Dance 

Celebration, Rhythm Dance, etc.). 

(c) Competes in a variety of styles (ex: lyrical, jazz, contemporary, hip-hop, etc.). 

(d) Individuals are currently dancing and/or coaching for a competitive team OR have 

recently graduated in the past 5 years. 

A dance team was not eligible to participate if they met the following exclusion criteria: 

(a) The team consists of dancers representing a university outside of Ontario. 

(b) The team consists entirely of dancers representing a college. 

(c) The team trains and competes exclusively in one style of dance (ex: tap or hip-hop 

teams). 

(d) The team is solely recreational. 

For an athletic department to be contacted to participate, they were required to meet the 

following inclusion criteria: 



 

 

30 

 

(a) Represents an Ontario university. 

(b) Must be an official member institution with U Sports and Ontario University 

Athletics. 

An athletic department was not eligible to participate if they met the following exclusion 

criteria: 

(a) The department represents a university outside of Ontario or a college. 

(b) Is not an official member institution with U Sports and Ontario University 

Athletics. 

Recruitment for the study was conducted via email and social media. All 

communication and interaction with participants were electronic and virtual. Prior to 

sending recruitment emails, I searched for each university dance team’s email on their 

university’s website. If the email was not available through the university, I searched 

through the dance team’s social media. To recruit athletic department staff, I searched for 

the university-affiliated emails of presidents, athletic directors, administrators, sport 

coaches, and other relevant staff members to contact through the university athletic 

department websites. Following this, I created a password-protected file of contact 

information for all potential participants. Each eligible dance team and athletic 

department was contacted via email to participate in the study and was provided with an 

information letter (see Appendix D). The coach of each competitive dance team was 

contacted with details about the study and was asked to share the information letter with 

the rest of the dancers on the team. In each athletic department, I contacted staff members 

directly with an information letter inviting them to participate in the study. The details 

and objectives of the study were explained in the information letter with the intention of 
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familiarizing potential participants with the design of the study and providing them with 

enough information about the research to make an informed choice about whether or not 

they were interested in participating. Participants were then asked to individually contact 

me within two weeks of the information letter being sent out to indicate willingness to 

participate. Once participants had contacted me with interest in the study, I emailed 

consent forms (see Appendix E) with links and ID codes to access the survey. 

As I have connections to various dancers and coaches within the competitive 

dance community, it was necessary for me to manage feelings of obligation to participate. 

To do so, individuals were informed within the information and consent forms that 

everyone was welcome to participate, but not everyone needed to participate for the 

research to be successful. They were also informed that should they have a relationship 

with me, another research team member would conduct their interview (i.e., alternate RA 

or one of the supervisors). This was included to further minimize an individual’s feelings 

of obligation.  

Once initial emails were sent out, participants were also recruited via social 

media. I shared a recruitment poster (see Appendix F) on my personal social media 

platforms (i.e., Facebook, Instagram) to specifically target dancers and coaches. These 

two groups of participants were specifically targeted in my social media recruitment 

because of my connections within the university dance community. As I did not have any 

connections with athletic department staff, they were recruited solely via email. Since 

recruitment for this project occurred from November 2020-January 2021, the second 

wave of the COVID-19 pandemic placed additional restrictions on the ways in which 
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research could be carried out in Ontario universities. As a result, all components of this 

project took place virtually. 

Participants in each group of key informants first completed a survey component 

in which they provided preliminary quantitative data to help inform the interview 

component. Following survey completion, a subset of participants in each group were 

invited to complete a one-hour semi-structured interview to qualitatively examine how 

key informants in postsecondary conceptualize dance and how their positionality, prior 

knowledge and experience about dance, and views on gender may influence their 

understandings of dance.  

Survey Component 

 

Participants 

There were 26 competitive dance teams and 20 athletic departments from 20 Ontario 

universities who were eligible to participate in the survey component based on the 

inclusion and exclusion criteria. In the current sample, I collected data from 12 

competitive dance teams and 11 athletic departments from 13 Ontario universities. There 

were 54 participants who completed the survey component, which consisted of 30 

dancers, 9 coaches, and 15 athletic department staff. In the athletic department staff 

group, 1 participant withdrew partway through the survey as they indicated they were not 

comfortable with the scope of the questions. Additionally, 1 dancer also withdrew 

partway through the survey as their university dance experience was within an academic 

dance program, not within a competitive dance team. 

Dancers.  The sample of dancers consisted of 30 participants who ranged in age from 

18 to 25 years (M = 20.800, SD = 2.075). All participants in this group identified as 
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female when asked to identify their gender. Dancers’ self-reported races were 

White/Caucasian (93.3%), Black (3.3%), First Nation (3.3%), and other (3.3%), in which 

this dancer indicated she was South Asian. When reporting on their family’s average 

household income per year, 20 of 30 dancers reported on this, in which 2 participants 

reported income between $0-$49,999 (10%), 6 participants reported income between 

$50,000-$99,999 (30%), 5 participants reported income between $100,000-$149,999 

(25%), 5 participants reported income between $150,000-$199,999 (25%), and 2 

participants reported income over $200,000 (10%). 

Coaches. The sample of coaches consisted of 9 participants ranging in age from 19-

25 years (M = 21.778, SD = 2.048). All participants in this group identified as female 

when asked to identify their gender. All coaches self-reported their race as 

White/Caucasian (100%). When reporting on their family’s average household income 

per year, 7 of 9 coaches reported on this, in which 2 participants reported income between 

$50,000-$99,999 (28.6%), 3 participants reported income between $100,000-$149,999 

(42.9%), and 2 participants reported income between $150,000-$199,999 (28.6%). 

Athletic Department Staff. The sample of athletic department staff consisted of 15 

participants ranging in age from 26-63 years (M = 39.933, SD = 10.187). Within this 

group, 10 participants in this group identified as male and 5 identified as female when 

asked to identify their gender. Athletic department staffs’ self-reported races were 

White/Caucasian (88.9%), Mixed/Multiracial (6.7%) and other (6.7%), in which this 

participant indicated they were South Asian. All participants reported on their family’s 

average household income per year, in which 1 participant reported income between $0-

$49,999 (6.7%), 5 participants reported income between $50,000-$99,999 (33.3%), 3 
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participants reported income between $100,000-$149,999 (20.1%), 5 participants 

reported income between $150,000-$199,999 (33.3%), and 1 participant reported income 

over $200,000 (6.7%).  

Measures 

 

Bem Sex-Role Inventory (BSRI). The Bem Sex-Role Inventory (Bem, 1974)2 

measures the extent to which an individual identifies with traditional masculine and 

feminine characteristics (Donnelly & Twenge, 2017). The scale consists of 60 items that 

are rated on a 7-point scale from “never or almost never true” to “always or almost 

always true.” The items consist of 20 masculine characteristics (i.e., acts as a leader, 

dominant, strong personality), 20 feminine characteristics (i.e., affectionate, gentle, soft 

spoken), and 20 neutral characteristics (i.e., adaptable, likable, truthful). Individuals are 

asked to indicate how well each of the 60 personality characteristics describe themselves. 

Based on responses, individuals receive a Masculinity score, a Femininity score, and an 

Androgyny score (Bem, 1974). Only Masculinity and Femininity scores were calculated 

in this study, as androgyny was not specifically explored or relevant to my research. 

Masculinity scores comprise of the mean self-rating for all masculine items, and 

Femininity scores are comprised of the mean self-rating for all feminine items. Scores 

can range from 1-7. Masculinity and Femininity scores indicate the extent to which an 

individual feels as through the personality characteristics were reflective of themselves, 

such that higher scores indicate greater masculinity and femininity, respectively (Bem, 

1974). Cronbach’s alpha was calculated to test reliability, which indicated acceptable 

internal consistency for Masculinity (α = .852) and Femininity (α = .815). 

 
2 The limitations and critiques of this scale are discussed in the final reflection chapter. 
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Social Dominance Orientation (SDO). Social Dominance Orientation (Pratto et 

al., 1994) was used as a measure of intergroup attitudes and behaviour (Ho et al., 2012). 

The scale consists of 16 items that are rated on a 7-point Likert scale ranging from “do 

not agree at all” to “strongly agree.” The scale includes statements such as “some groups 

of people are just more worthy than others” and “group equality should be our ideal.” A 

total score was calculated by averaging the items. Higher scores represent a greater 

social-dominance orientation whereas lower scores represent a lesser social-dominance 

orientation, and greater favourability towards equal relations between groups of people 

(Pratto et al., 1994). Internal consistency was adequate (α = .867). 

Right-Wing Authoritarianism (RWA). Right-Wing Authoritarianism 

(Altemeyer, 1981) measures the degree to which individuals “defer to established 

authorities, show aggression toward out-groups when authorities sanction that aggression, 

and support traditional values endorsed by authorities” (Saunders & Ngo, 2017, p. 1). The 

short version of the RWA containing 12 items was used in this study. Items were rated on 

a 7-point Likert scale from “strongly disagree” to “strongly agree.”  Individuals higher 

RWA tend to view the world as dangerous and threatening, feel safe by preserving social 

order, and submit to those who they view as “legitimate societal leaders with legal and 

moral authority over the behaviour of others” (i.e., policy officers, military leaders, etc.) 

(Saunders & Ngo, 2017, p. 2). Lower RWA scores represent individuals who are less 

likely to conform to right-wing beliefs and conventions. Internal consistency was deemed 

adequate (α = .715). 

Procedure 
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Data collection for the survey component took place from November 2020-March 

2021, as competitive dance teams were finalized at this point in the season. Despite 

COVID-19 restrictions, competitive dance teams were still formed virtually for the 

2021/2022 season. Surveys were distributed virtually via Qualtrics Survey Software 

(Qualtrics, Provo, UT). Each participant was assigned an ID code to enter into the survey 

to protect their identity. The surveys were specifically created to gain perspectives from 

each group of key informants (see Appendices G-I), Participants were asked questions 

about how they define and categorize dance, contextual factors within their university, 

their personal beliefs, values, and knowledge about dance, beliefs about dance competing 

at the OUA level, barriers at the policy level, and how these potential barriers may impact 

participation and performance in dance. Participants were also asked open-response 

questions pertaining to their views and definitions of dancers as athletes and artists, and 

of dance as a sport and art. Following completion of the survey, participants were entered 

to win 1 of 3 Amazon gift cards for either $50 CAD or $25 CAD. 

 Given the small number of participants, quantitative data from the surveys were 

used to provide preliminary results and to describe the sample of participants. 

Specifically, one-way analyses of variance (ANOVA) were performed to assess potential 

group differences with respect to masculinity, femininity, SDO and RWA. Prior to 

running analyses, the data was cleaned to ensure that items were scored properly on each 

scale, total scores were created as per each scale’s guidelines, the highest and lowest 

scores of each scale were within range, missing values were labelled, and outliers (i.e., 

standardized values greater than +/-3 standard deviations) were identified and 

Winsorized. The assumptions of normality and homogeneity of variance were also tested. 



 

 

37 

 

Interview Component 

 

Participants 

 

 Among the 30 dancers who completed a survey, 17 dancers completed a survey 

only and 11 dancers also completed an interview. There were 2 participants who 

completed surveys as dancers and interviews as coaches. At the beginning of each 

interview, we cross checked each participant’s role to confirm which group they were a 

part of (i.e., dancer, coach, athletic department staff). During this cross check, the 2 

dancers described above indicated they were also coaches. As a result, they were asked 

questions from the semi-structured interview guide for coaches. In their interviews, both 

participants spoke of their dual roles as dancers and coaches. Of the 9 coaches who 

completed a survey, 2 coaches completed a survey only and 7 coaches also completed an 

interview. The 2 participants with dual roles as dancers and coaches also completed 

coach interviews, bringing the coach interview total to 9 participants. Of the 15 athletic 

department staff who completed a survey, 8 completed a survey only and 7 also 

completed an interview. 

 A total of 27 participants completed the interview component, which consisted of 

11 dancers, 9 coaches, and 7 athletic department staff. The average age for dancers was 

19 years (18-25 years) and their years of experience in competing at the university-level 

ranged from 0-5 years. The average age for coaches was 21 years (20-25 years). Their 

years of experience coaching university-level dancers ranged from 1-3 years. Athletic 

department staffs’ average age was 44 years (32-63 years) and their years of experience 

working in the athletic department ranged from 7-20+ years. The participants’ roles in 

this group included head coaches, associate directors, managers, and advisors. 
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Participants were assigned pseudonyms to further protect their identities. For each group, 

participants’ pseudonyms and genders for each group are described below. 

Table 3 

Demographics for interview participants 

Name Gender Group 

Ella Female Dancer 

Averie Female Dancer 

Chloe Female Dancer 

Abby Female Dancer 

Aaliyah Female Dancer 

Daniela Female Dancer 

Destiny Female Dancer 

Breanna Female Dancer 

Claudia Female Dancer 

Erika Female Dancer 

Emma Female Dancer 

Michaela Female Coach 

Mya Female Coach 

Nadia Female Coach 

Gianna Female Coach 

Karlie Female Coach 

Heidi Female Coach 

Leah Female Coach 

Georgia Female Coach 

Julianna Female Coach 

Stefan Male Athletic Department Staff 

Patrick Male Athletic Department Staff 

Randy Male Athletic Department Staff 

Robert Male Athletic Department Staff 

Shawn Male Athletic Department Staff 

Taryn Female Athletic Department Staff 

Vanessa Female Athletic Department Staff 

 

Data Collection 

 

 At the end of the survey, participants were asked if they were interested in being 

contacted for one-on-one interviews. Those that responded “yes” were entered into a pool 

of potential participants to complete an interview. All interested participants were sent an 
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e-mail inviting them to participate in a 1-hour semi-structured interview. The interview 

guides (see Appendices J-L) varied slightly for each group and were comprised of 

questions that were informed by open-response questions in the survey component. Due 

to COVID-19 restrictions, interviews were held online through Lifesize. Interviews were 

conducted between January-March 2021 by myself and three research assistants. I 

interviewed the majority of the participants, whereas the research assistants interviewed 

dancers and coaches that I knew personally to mitigate bias. At the beginning of each 

interview, key information from the consent form was reviewed, participants were 

informed that the session would be audio and video recorded, that these recordings would 

be treated confidentially, and that recordings would be used for transcription and analysis 

purposes only. They were also informed that interviewers would be taking field notes 

throughout.  Following the completion of the interview, all participants were 

compensated with a $20 CAD Amazon gift card. 

Data Analysis 

 All interviews were transcribed using NVivo Transcription (QSR International 

Pty Ltd., 2020) and were checked for accuracy by myself and one other research 

assistant. Transcripts were then entered into an NVivo (QSR International Pty Ltd., 2020) 

database. Thematic coding and analysis (Braun & Clarke, 2006; Corbin & Strauss, 2008; 

Creswell, 2013; Denzin & Lincoln, 2000) was used to identify emerging patterns in the 

data. I followed the six phases of thematic analysis outlined by Braun & Clarke (2006) by 

first familiarizing myself with the data, generating initial codes, searching for themes, 

reviewing themes, defining and naming the themes, and producing a final report.   
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 Interview responses were coded first before the open response questions from the 

survey, as the interview responses provided richer, more in-depth data to work with to 

create initial themes. The field notes taken during the interviews were used to assist in the 

organization and creation of themes based on the interview responses.  

Following thematic coding on NVivo, I organized the open response questions 

into three types of questions: (1) demographic questions, (2) survey-specific questions, 

and (3) parallel questions. Demographic questions were not analyzed in the results, as 

they were solely incorporated to provide further information about participants (i.e., What 

is the name of the dance team you are currently competing on or previously competed 

on?). Survey-specific questions and parallel questions were analyzed in the results. 

Survey-specific questions were asked only in the survey (i.e., How is dance resourced 

compared to other sports at your university?) while parallel questions were asked in both 

the in the survey and in the interview (i.e., Please describe the top three challenges that 

you think athletes face in postsecondary contexts). Parallel questions were specifically 

incorporated into the interview guide to allow participants to elaborate on recurring 

concepts that were emerging out of the open response questions from the survey. These 

questions varied slightly in wording but captured the same concepts to find convergences 

between survey responses and interview responses. The total number of open response 

questions and the breakdown of these questions for each group are described in Table 4.  

Table 4 

 

Open response question breakdown 

 

Type of Open Response 

Question 

Dancers Coaches Athletic 

Department Staff 

Demographic 16 16 15 

Survey Specific 9 9 6 
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Parallel 8 8 5 

 

Results 

 

Survey Component 

 

One-way analysis of variance (ANOVA) tests were conducted using IBM SPSS 

Statistics (Version 26) to examine group differences between dancers, coaches, and 

athletic department staff on masculinity, femininity, SDO and RWA. It is important to 

note that these are preliminary results, given the unequal sizes and the small sample size. 

Therefore, these analyses were predominantly exploratory. All assumptions of univariate 

normality were met based on skewness and kurtosis values being within +/- 2 (Field, 

2018). Univariate outliers were identified as being standardized scores outside of +/- 3 

standard deviations. Two outliers were identified. Analyses were then run with and 

without these outliers in the dataset. Given that there were no significant differences in 

results when the two outliers were removed, they were retained in the analyses. 

Descriptive statistics are presented in Table 5. 

One-way ANOVAs were conducted to determine whether or not a person’s self-

rating of masculinity, femininity, social dominance orientation, and right-wing 

authoritarianism vary as a function of their grouping (i.e., dancer, coach, athletic 

department staff). The Levene’s test for homogeneity of variance was not statistically 

significant for any analysis, suggesting that the assumption of homogeneity of variance 

was met for all analyses. Differences in masculinity (F(2, 50) = 1.948, p = .153, η2 = 

.072), femininity (F(2, 50) = 2.374, p = .104, η2 = .087), and SDO (F(2, 47) = 1.098, p = 

.342, η2 = .045) were not statistically significant. The ANOVA examining differences in 

RWA (F (2, 46) = 7.193, p = .002, η2 = .238); however, was statistically significant. 
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Tukey’s HSD pairwise comparisons were thus employed to determine how the three 

groups differed from one another. Results revealed that there was a statistically 

significant difference between dancers’ and athletic department staffs’ RWA scores (p = 

.001), such that dancers had significantly higher RWA scores than athletic department 

staff.  

Table 5 

 

Descriptive Statistics for BSRI, SDO, and RWA Scales 

 

Variable   Dancers Coaches Athletic Department 

Staff 

BSRI- M     

 M 5.174 5.367 5.582 

 SD 0.711 0.638 0.532 

BSRI-F     

 M 5.241 5.383 4.854 

 SD 0.611 0.676 0.725 

SDO     

 M 32.786 27.206 29.267 

 SD 11.153 11.707 9.335 

RWA     

 M 28.933 23.911 18.937 

 SD 9.402 6.904 4.058 
Note. BRSI-M = Bem Sex-Role Inventory Masculinity score, BSRI-F = Bem Sex-Role Inventory  

 

Femininity score, SDO = Social Dominance Orientation, RWA = Right Wing Authoritarianism  

 

In addition to the measures reported above, two of the three types of open 

response questions in the survey were analyzed, including survey-specific questions and 

parallel questions. Responses to survey-only questions will be described first for each 

group of participants. Following this, responses to the parallel questions will be 

integrated throughout the thematic results of the interviews. 

 In the survey-specific open response questions, participants in each of the three 

groups were asked questions pertaining to supports and the distribution of resources for 

dance teams and other sports teams in university athletic departments. Dancers’ responses 
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to these questions seemed to foreshadow discussions within the interviews. When asked 

about supports offered to dance teams by the university, a majority of the dancers 

indicated that there was little to no support for their team. Some participants reported 

support in terms of academics, administrative support, some facility access, budgeting 

and record keeping, and some financial support. The level of support provided to teams 

differed in participants’ responses, as they each came from different institutions. Despite 

this, there seemed to be shared perceptions across dancers that they were offered “the 

bare minimum” in terms of support and resources. Dancers were also asked to compare 

the ways in which their team was resourced to how other sports teams were resourced at 

their university. One dancer stated, “The dance organization is more self-run rather than 

supported by the university. There is less time and energy put into all areas of dance 

because of the lack of recognition as a part of the athletics department.” Another dancer 

reported:  

“There is virtually no support that we receive that the varsity teams receive. 

Many of these teams receive funding, scholarships, promotion throughout the 

school, transportation, discounts however we get second priority on studio space 

and none of the other benefits.” 

 

One dancer spoke of a unique situation at her university, as there were two separate dance 

teams that were viewed as the “A Team” and the “B Team.” She described the “A Team” 

as consisting of stronger dancers, being represented by the athletic department, and 

having priority in terms of facilities and funding as a result of this representation. On the 

other hand, the “B Team” was represented by the student union and consequently had a 

more difficult time with access to resources, opportunities, and supports. This particular 

dancer was on the “B Team” and described her experiences as follows: 
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“I feel like our team gets the butt end of everything. We really seem to be 

forgotten about and do not see very many benefits from the university. Between 

funding, studio space, representation as still being talented and strong dancers, 

like the other team, we do not get a lot of attention. The A team also gets many 

opportunities outside of competitions from the university, whereas we need to go 

out to find our own opportunities.” 

 

 When asked the same questions, coaches responded similarly to dancers in that 

they felt that their level of support and access to resources was not sufficient. Coaches 

described these feelings in the following statements: “dance is resourced at a minimum in 

comparison to other sports at our university”; “they do not give us any support”; “we 

receive studio space at inconvenient times and that’s it.” Coaches spoke in more detail 

about the consequences of not having adequate time and space to practice routines. One 

coach explained: 

“The biggest barrier we face is that we are limited to 5 hours of rehearsal per 

week and if we need anything more than that, we have to pay for facilities. This 

definitely affects our performance at competition, as we do not get adequate time 

to rehearse and perfect our numbers beforehand.” 

 

Coaches also connected this lack of resources and support to their team’s status within 

the university: “all athletic sports receive full funding… but athletic clubs like us are only 

validated with a title not with any funding, promotion, or support”; “dance is not treated 

like other sports nor are we varsity even though past years have asked and tried”; “other 

sports teams are given the studio space that is named the dance studio way before any of 

the dance teams at our school are given them.” Within these responses, coaches seemed 

to be pointing to a hierarchy of sports teams in which varsity sports are at the top and 

athletic clubs are viewed as lower on the hierarchy. This hierarchy was further explored 

by participants in the interview component. 
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 Athletic department staff spoke more specifically to this hierarchy in their open 

response questions pertaining to resource allocation. Several participants in this group 

spoke of the differences in resources provided to varsity teams versus club teams/athletic 

clubs (these terms were used interchangeably by participants). Participants described this 

concept in the following examples: “programs are assigned to a particular tier which 

determines the various levels of funding or resource availability”; “[dance is] resourced 

the same as other clubs in the department which is less than varsity but equal to every 

other club”; “the dance team is funded comparably with sport clubs its size.” One 

participant further explained how the tiering system, or hierarchy, of sports within 

athletic departments came about, “sports are tiered according to perceived importance or 

value. Mostly to do with historic factors and legacy within the institution.” The above 

responses seemed to point to dance’s place as lower on sport hierarchies across 

postsecondary institutions, ultimately impacting the ways in which they were resourced. 

It should be noted that one participant demonstrated resistance when being asked how 

dance teams are resourced compared to other sports teams, “it’s not. Nor should it be, 

any more than the hockey or basketball team should be resourced through the arts, or 

music, or engineering departments.” In this particular statement, the participant made a 

clear distinction between his binary views of art versus sport, in which he viewed dance 

as solely an art.  

 Responses to the survey-specific questions foreshadowed various conversations 

pertaining to resources, support, sport hierarchies, and perceptions of dance in 

postsecondary institutions that occurred within the interviews. These concepts are further 
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elaborated on in the section below, which connects interview responses and parallel open 

response questions from the survey. 

Interview Component 

 

Drawing on participants’ interview responses within the transcripts and field notes 

taken by the interviewers, six major themes emerged from the data: (1) artists versus 

athletes; (2) connections to aesthetic and purposive sports; (3) privileging of masculinities 

within dance culture (4) athletic culture in university; (5) dance team representation; and 

(6) challenges with student-athlete recognition. Each of these themes are described below 

along with their corresponding sub-themes.  

In this section, only interview participants are referred to by their pseudonym. To 

identify the group that each participant belongs to, names are followed by a (D), (C), or 

(ADS) to specify whether a participant is a dancer, coach, or athletic department staff. 

Data that is integrated from the parallel open response questions in the survey include the 

same participant designations and are identified by a direct reference to the survey. 

Theme 1: Artists versus Athletes 

Participants identified clear similarities and differences between artists and 

athletes when asked to define and describe them. Three interview participants also 

considered the “spectrum” of artists to athletes, explaining that they exist on a continuum 

of artistry to athleticism. However, when connecting definitions and conceptions of artists 

and athletes to dancers, participants’ responses varied and indicated the importance of 

context-specific considerations. 

Similarities 
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In discussing commonalities between artists and athletes, similar ideas were 

shared from dancers, coaches, and athletic department staff. Participants’ responses 

commonly described dedication, work ethic, goal setting, commitment, focus, passion, 

creativity, and the existence of an “outlet” as similarities between artists and athletes. 

Breanna (D) spoke to these similarities: 

“They're probably working towards a goal... So an athlete is probably working 

towards the goal of getting better at their sport or trying to, you know, get better 

at shooting the puck in the net. Or an artist might have a goal of getting better at 

their realistic paint skills.” 

 

Leah (C) explained, “I think that an artist, I think is pretty similar to an athlete too. They 

always are trying to better what they're doing and just kind of putting in effort and time 

into improving their art.” Similarly, Shawn (ADS) spoke about the “immersive quality” 

that artists and athletes experience in stating, “it’s really, you know, a singular focus. And 

they're… continuing to cultivate a number of skills that allow them to be high 

performance in both realms.” Mya, a former university-level dance coach, shared an 

interesting connection between formations and plays in football and basketball to 

formations in competitive dance. She explained: 

“If they go out on the court with a certain play, or even football, with a play in 

mind, and one person doesn’t follow what the play rules of that play are, they're 

not going to be able to act defensively or offensively. And it’s the same with 

dance. If we are out of formation, if we’re off timing, if we’re not in sync with our 

teammates, then the same sort of collision may happen on the stage.” 

 

Differences 

Each group of participants had similar responses when speaking to the differences 

between artists and athletes. Overall, participants connected artists to expression and 

creativity, whereas athletes were generally associated with sport structure and goal 

orientation. Destiny (D) explained, “the main focus for art and artists would be the 
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emotion and expression part of it.” When describing athletes, she defined them in 

relation to physical strength, leadership, teamwork, and the goal of winning. Leah (C) 

shared similar thoughts in describing artists as more “emotionally expressive” and 

athletes as “externally driven by results.” Julianna (C) offered a unique perspective when 

speaking to the impact of artists and athletes on their audience: 

“With any type of art, the main goal is to reach your audience and get whether 

it’s a message or a story or whatever across. Whereas with like athleticism in 

general, you're not really trying to touch your audience or connect with them on 

that level, it’s more playing your game.” 

 

These connections were also evident in participants’ open response questions in the 

survey when being asked to define artists and athletes. For instance, one coach described 

an artist as “someone who creates art and works hard to refine their skills in order to 

produce art that is creative and well thought out.” When defining an athlete, this same 

participant explained that an athlete is “someone who participates in a sport at a 

competitive level and trains for it almost daily.” 

Patrick (ADS) began to touch on concepts that can be related to Best’s (1974; 

1985) classification of purposive and aesthetic sports, which will be further discussed in 

Theme 2. Patrick explained, “it’s a physical activity, structured by the rules, and it’s 

generally competitive. An artist would not necessarily be doing something physical, but 

would be trying to manipulate their environment, medium, the physicality in a way that 

was aesthetically engaging.” 

Spectrum 

While many participants were able to clearly articulate similarities between artists 

and athletes, some found it difficult to identify differences between the two. Gianna (C) 

spoke to this in stating, “I honestly don’t know how to distinguish the difference because 
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as I'm thinking about it, I'm seeing a lot of parallels.” Similarly, Vanessa (ADS) 

explained, “the difference is tough when I think about it, I just need a minute.” Emma 

(D) also spoke to this tension, “it’s kind of hard to have that binary one or the other.” 

Shawn (ADS) provided some clarity to the tension that other participants were exhibiting 

in differentiating between artists and athletes. He spoke to the concept of artists and 

athletes on a spectrum, “there’s recreational athletes and then there’s high performance 

athletes. And so there’s lots of things that are in between that spread.” Stefan (ADS) and 

Shawn (ADS) seemed to have the clearest understanding of this concept among all 

participants. The spectrum of artists and athletes was further described by them in 

opposition of a binary of artists or athletes. In the following example, Shawn explained 

this concept in connecting the spectrum to dancers: 

“There’s a spectrum where they can fit. Their artistry might be much higher than 

their athleticism. Their athleticism may be as high as their artistry. Or their 

athleticism is very high, but their artistry is very low, which, in a competitive 

setting, may be one of the reasons why they aren’t as successful, because they 

aren’t as evocative and that isn’t translating to the audience that they're trying to 

reach.” 

 

Stefan (ADS) provided a visual description to this concept, “I always look at it like a 

gradient. And at some point, there’s a center point between art and sport. And depending 

on where you fit on that gradient is whether or not you're a competitive team or artistic 

team.” Stefan’s classification of “competitive team” versus “artistic team” will be 

described in Theme 2. 

Difficulty Classifying Dancers 

When asked about how dance is classified, 25 of 27 interview participants 

indicated they believed dance to be both an art and a sport and dancers to be both artists 

and athletes. Two athletic department staff members’ responses varied from this. Patrick 
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(ADS) felt that dancers were artists because of the way dance is presented, promoted, and 

perceived in the community: 

“I think you get involved in dance as an expressive form of physical movement, 

not as a competitive setting where you're going to be better than the person in any 

other city. That’s not how I think people are motivated to join dance or start 

dance.” 

 

Robert (ADS) explained that he felt it was important for dancers to choose how they 

describe themselves as artists or athletes: 

“They could say they're pursuing dance to put a piece of art out into the world or 

as an athletic pursuit. And I don’t think they’d be wrong. I think that’s up to them 

to define and also up to the people who are watching them to define.” 

 

Some dancers and coaches felt very strongly about dance being represented as both a 

sport and an art. Destiny (D) indicated that she was a “firm believer that dance represents 

both” and Breanna (D) explained that she “always thinks” that they're both. In Abby’s 

survey, she stated, “I believe dance should be viewed as an art AND a sport! It has the 

beautiful ability to combine both into one and deserves more recognition.” 

Participants offered justifications as to why they believed dance was both an art 

and a sport. Averie (D) explained that dancers “have to be strong and flexible in order to 

accomplish what they want to on the artistic side by portraying a piece with emotion 

behind it.” Similarly, Claudia (D) stated, “the way to express their emotion is through 

physical bodily movement” and Taryn (ADS) indicated that “the expression of the art just 

happens to be very athletic.” Destiny (D) believed: 

“One cannot be a good dancer if you're just hitting all the moves but not 

expressing it properly. You know, you could be the best, cleanest, smoothest 

dancer. But if you don’t have the expressions and you're not able to emote it 

properly, there's a huge part of it that you're missing.” 
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In many of the responses, participants seemed to be justifying the athletic side of 

dance in more detail, rather than elaborating on artistic elements of dance. Mya (C) 

explained, “if you're not athletically equipped to get through a dance routine, you don’t 

have that stamina, then there's kind of no art” and Ella (D) stated, “I do think we train so 

much and we train so hard and we push our bodies to such extremes that it’s like, we 

have to have some type of athleticism in what we do.” Randy (ADS) offered a brief 

explanation as to why dancers may be viewed as artists first, rather than athletes in a 

broader societal context: 

“It’s great that there are some of those shows out there, So You Think You Can 

Dance, and those other ones. However… they're portrayed more from the artistic 

side of it, and they don’t really demonstrate the physical aspects that those 

athlete-artists have to put in to get to the point where they're that good.” 

 

Shawn (ADS) also pointed to the importance of the media in informing him of the 

physicality that is required of dancers on top of their artistry. Particularly, he highlighted 

a movie he had watched entitled White Knights with Mikhail Baryshnikov, who is a 

famous ballet dancer. Shawn viewed Baryshnikov as “world class” and demonstrated 

this in stating: 

“I think he is an athlete as much as he is an artist. You know, his ability to control 

his body and use it and control it in space is as good or better than many athletes 

in the world.” 

 

In their interviews, three dancers highlighted context-specific scenarios in which 

dance may be considered more of an art or more of a sport, similar to the concept of the 

artist-athlete spectrum introduced previously. Averie (D) explained that “you can 

definitely do dance without the artistic aspect if you're trying to do exercise and you're 

just copying some particular movements.” Chloe (D) echoed this idea when explaining 

dancers may be seen as “just an athlete” when “someone is just telling them what to do 
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and they're not really accessing that part of their mind that they're being creative through 

it. They're just kind of doing the movements.” Claudia (D) brought up a different scenario 

in which she viewed dancers as athletes when training, taking ballet classes, taking 

technique classes, and working out. She considered dancers to be artists when performing 

on stage. Chloe (D) also pointed to the difference between dancers who learn 

choreography and dancers who are choreographers. She explained: 

“I would say just your average Joe dancer, they could just be an athlete because 

they're not actually creating their own pieces… But then there are also dancers, 

like for myself, I try to create different movements. Every combo that I come up 

with or every piece that I create, I try to do different things and kind of play 

around with different movements.” 

 

Randy (ADS) connected societal perceptions of dance to the difficulty in 

classifying dance as an art and/or sport. He explained, “I think if society saw the amount 

of physical training that’s required to be a dancer at any level, their idea and concept of 

dancers not being athletes… would change dramatically.” Abby (D) also discussed 

societal perceptions when she expressed:  

“We have a disadvantage as dancers in society and being viewed as just an art. 

And I hope that hopefully this study can help really illuminate how we work so 

hard and either equally or more than a lot of other athletes.” 

 

These perceptions were also evident in participants’ responses when speaking of aesthetic 

and purposive sports. 

Theme 2: Connections to Aesthetic and Purposive Sports 

 

Throughout the interviews, participants made clear connections to Best’s (1974; 

1985) concept of purposive and aesthetic sports. Within this theme, two sub-themes 

emerged, including: (1) comparing aesthetic and purposive sports; and (2) sportification.  



 

 

53 

 

It is important to note that participants were not made aware of Best’s sport 

classifications prior to or during the interview. As a result, participants did not outwardly 

use the terms “purposive sport” or “aesthetic sport.” Instead, purposive sports were 

simply referred to as “sports” or “traditional sports,” whereas aesthetic sports were 

described as “artistic sports,” “performative sports,” “judged sports,” “artistic-athletic 

sports” and “other sports.” Participants’ use of these terms to describe aesthetic and 

purposive sports were also supported by their examples of each type of sport. Depictions 

of aesthetic sports were connected to sports such as figure skating, (rhythmic) 

gymnastics, dance, (synchronized) swimming, diving, cheerleading, fencing, cross 

country skiing, and trampoline. Contrastingly, purposive sports were spoken of with 

reference to football, basketball, hockey, volleyball, rugby, and soccer. 

Comparing Aesthetic and Purposive Sports  

Participants’ connections to aesthetic and purposive sports were most prevalent 

when being asked about the differences between artists and athletes. When responding to 

this question, there was a general focus on contrasting the motivations, physicality, 

presentation, expression, subjectivity/objectivity, and gendered ideals behind different 

types of sport. Michaela (C) focused her response on the “ease” that is shown to the 

audience in different sports: 

“In a soccer game, you need to look, it doesn’t matter how you look. It’s just that 

you put those skills into place and they're used in a way to develop the game or 

whatever. Whereas in dance, or theater, or art, there’s some sort of ease with it 

that the audience is seeing some sort of picture, picturesque experience that 

doesn’t look like it’s hard or that it has some sort of passion and storytelling 

behind it.” 

 

She explained that dancers are often moving in front of a mirror in which they see 

themselves “moving in most ways that other athletes would not.” She commented on the 
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fact that other athletes do not have a mirror and subsequently do not have to worry about 

what they look like, “as long as they perform the task properly.” Michaela (C) contrasted 

this concept in terms of dancers’ executions of movements, “dancers also need to worry 

about what they look like while doing something, while performing that task, while 

executing it properly.” Erika (D), Stefan (ADS), and Robert (ADS) connected this 

presentation of “ease” when performing to a “standard of perfection” in athletes who 

play aesthetic sports, as there is often a greater emphasis on technique. Erika explained: 

“In dance, I mean obviously in a pirouette or something, there’s a lot of 

technique. But even in swimming, the way your arm is coming across from doing 

like front stroke, or breaststroke, rather, like that’s super important to them… 

Whereas like another sport, like hockey, where there’s like a lot more luck than 

technique involved, it’s not as focused on that.” 

 

Gendered ideals were also discussed by three dancers when comparing aesthetic 

and purposive sports in their interviews. Averie, Chloe, and Aaliyah mentioned the 

prevalence of women in aesthetic sports and the ways in which they are expected to 

perform as athletes. Aaliyah (D) first spoke to the lack of athletes who identify as men in 

aesthetic sports, “that’s something that happens a lot with the more artistic sports… we 

don’t see as many men in it.” Chloe (D) spoke more specifically to the ways in which 

women are expected to present themselves in sport, “whereas women, it’s more like, oh 

they're supposed to be ladylike. It’s more aesthetically pleasing. And if they're into 

sports, then they're like, really butchy.” Aaliyah (D) went on to describe society’s 

association of women with aesthetic sports and men with purposive sports. She indicated, 

“I’ve always been into dancing and the more artistic sports… but whenever I see or hear 

anything about football, it’s always, you know, men. I never see anything about female 

football.” 
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Another major point of comparison between types of sports was centered around 

structure, biases, and subjectivity/objectivity. Aesthetic sports were often connected to 

subjectivity and judging biases, while purposive sports were spoken of in relation to 

objectivity, rules, and structure. Destiny (D) captured this concept in explaining, “I think 

art is more abstract. It’s more subjective. Whereas for sports, there’s very clear goals, 

clear rules, and it’s defined.” Several participants connected this idea to issues in judging 

aesthetic sports, particularly dance and gymnastics. Emma (D) explained “I think when 

you look at gymnastics in the Olympics and they have judges and it’s so biased. You can't 

really measure anything through time or number of goals or anything.” Nadia (C) made 

a similar comment in relation to dance: 

“Every weekend when you're at competition, it’s three different judges. Someone 

could like this dance one day and someone could like this dance another day. And 

it has nothing to do with whether you're a good dancer or a bad dancer. You 

could be the best technically, physically or, you know, with your technique. But 

they just didn’t like your choreography or something.” 

 

Stefan (ADS) highlighted the importance of regulating sports with criteria, rules, and a 

scoring system to ensure “equity across the field.” However, other participants pointed to 

issues in these types of regulations for aesthetic sports that rely on creativity and freedom 

of expression. 

Sportification 

 

Taryn and Stefan, two athletic department staff, introduced the concept of 

“sportification” of an art or a craft. Stefan (ADS) explained that sportifying a craft helps 

to better define it as a sport, lessen subjectivity, and create highly driven athletes. 

Participants pointed to some of the benefits of sportification, specifically in the context of 

sportifying competitive dance at the university level. Averie (D) emphasized that “sports 
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are looked at slightly better in society for monetary purposes and funding” and Breanna 

(D) explained that “there’s much more recognition for dancers if dance is considered a 

sport.” Stefan (ADS) pointed to the current “lack of consistency” in competitive dance 

and suggested that there is a need for “collective agreement” in the sport. Robert (ADS) 

took this concept one step further in asserting that there needs to be “commonly agreed 

upon markers of success or performance that are important to that community.” 

While some participants pointed to the benefits of sportifying competitive dance, 

other participants elaborated on its associated challenges. Breanna (D) shared: 

“It would be great if we could say, oh yeah, dance is a sport, this is the criteria 

you're marking on… Maybe that leads to something that’s more fair. But at the 

same time, that takes the creative side out of it, because now if you're telling 

dancers, ok you need to have five jumps, need to have three turns, you need to 

have a lift, you need to make sure your costume looks like this and has this. So 

then you take out the creative side of it because now you're telling people this is 

how you have to do it.” 

 

Averie (D) identified the benefits to dance becoming a sport but voiced her concerns 

about “the classification of the sport [taking] away the art behind it.” Vanessa (ADS) 

shared similar feelings about this, as “it could be a disservice to the competitor” who is 

executing a performance based on a “regulated sport system.” In turn, she felt that this 

may “put a damper on the creativity associated to dance.” Breanna (D) and Taryn (ADS) 

both expressed the “winner-loser aspect” to sport and the challenges of placing a defined 

scoring system on an aesthetic sport that requires both athleticism and artistry. Taryn 

(ADS) further explained: 

“We kind of have this weird structure within sport… I feel like people don’t 

understand it  unless it’s a competition… Sport inherently has to be, you know, one 

person versus  another person and there has to be a winner and there has to be a loser.”  
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Not only is it difficult to accurately define and categorize competitive dance, but 

it is also difficult to do so within the boundaries of sport and when taking into 

consideration the varying perceptions and opinions surrounding how, where, and why 

dance should be categorized as an art and/or sport. Shawn (ADS) expressed this difficulty 

in the following example: 

“What is the place for sport? What is the place for dance or other types of art 

within culture? Like they all hold unique place, games, et cetera. I think 

sometimes we want to make this really homogenous kind of clump that we want to 

put all things in. And I don’t know if we necessarily have to do that.” 

 

In an open response question in the survey, an athletic department staff member spoke to  

 

this difficulty in a more specific structural context:   

 

“I think the dance community needs to take a greater look at the structure and 

purpose of organizations like USPORTS and OUA and articulate why those 

associations will make their sport better. In my experience, I feel like I understand 

why universities need dance, but I don't understand why dance needs 

USPORTS/OUA.” 

 

Theme 3: Privileging of Masculinities within Dance Culture 

 

As evidenced in the themes above, there is a tension in determining where dance 

fits within the art and sport realms. In examining this tension, is also important to 

consider the impact of gender, which will be explored within the following three sub-

themes: (1) dance as dominated by women; (2) stigma and stereotypes faced by men in 

dance; and (3) benefits of men in dance. 

Dance as Dominated by Women 

    

 Participants in each of the three groups identified dance as a “female dominated” 

domain in which men were the minority and were in need of accommodations. Breanna 

(D) explained, “I would say most people, when they think of dance, they're going to think 

of female, they're going to think girls…They're not really going to think so much male 
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athletes do that.” Michaela (C) also expressed this idea, “there are less men in dance 

than there are females. It’s just a fact of the word, really.”  

In relation to the university context, Averie (D) shared that she wasn’t aware of 

any men who had ever been a part of her dance team. Erika (D) and Gianna (C) 

connected a similar lack of representation of men on their dance teams to perceptions of 

university dance teams as “exclusive” to women, making it difficult to recruit dancers 

who identify as men. Erika (D) explained how this may be intimidating, “it might look 

like exclusively to girls… if you see a team of fully girls and you’re a male dancer, like, 

oh I don’t even know if I'm welcome there. You know they won’t be trying out.” Those 

few participants who had men on their team spoke of necessary apparel and choreography 

accommodations. Georgia (C) and Aaliyah (D) explained they had to change the styles of 

some pieces of choreography from burlesque-style pieces and “sexual hip-hop kind of 

dances,” as they were more “geared towards the female body, and how the female body 

moves, and having that female sass.” Georgia (C) also expressed difficulties in ordering 

apparel through the school, as they were sent team jackets and t-shirt styles for women 

from their athletic department. She felt that “the school just [assumed]” that their team 

was comprised of only women. 

The prevalence of women in dance was also connected to a barrier in representing 

dance as a sport, as evidenced by Claudia (D), “I think because it’s a female dominated 

sport, that like many other things in life, it’s degraded.” Shawn (ADS) also spoke to this 

idea in stating, “it’s a, you know, girls’ sport with air quotes” and Abby (D) said, “when 

people see that we’re all feminine and we’re all women, it definitely is a barrier for 

representing our, dance as a sport.” Daniela (D) spoke to this barrier in relation to 



 

 

59 

 

stereotypes about gender, “I very much think the stereotype is still there that like dance 

isn’t a sport, it’s for girls. It’s not a place, when you think sports, you don’t think dance.” 

These stereotypes were not only a challenge for women in dance with regards to sport 

representation, but also for men in terms of preconceived notions surrounding their 

sexuality, physical ability, and movement quality.  

Stigma and Stereotypes Faced by Men in Dance  

 

Dancers and coaches had the strongest understanding of the experiences of men in 

competitive dance, as evidenced by Karlie (C) “for males in dance, I think there are 

barriers from the day they decide to step foot in the studio.” Athletic department staff 

were aware of potential issues and barriers faced by dancers who identified as men but 

seemed unsure as to the extent of these challenges. 

When asked about barriers faced by men in competitive dance, all dancers and 

coaches, with the exception of one coach, discussed stereotypes, stigmas, and bullying. 

The one coach who did not touch on this concept focused her response on the prevalence 

of women on her team instead. Ella (D) explained that dancers who identified as men 

were not taken seriously and were subjected to bullying and other issues from those 

outside of the dance community. Along the same line, Abby (D) stated: 

“I think people sexualize men to maybe being more feminine as well, and being 

more girly, being more fragile, just similar ways of matching how women are 

represented in society. And I think that definitely causes many men to either fear 

to dance or feel rejected or feel embarrassed to dance and express their passion 

through dance.” 

 

Preconceived notions about sexuality were frequently discussed among participants, as 

explained by Daniela (D), “very, very rarely do you see men in our field. And when you 

do, the first thought that pops into people’s heads is, well, he must be gay then.” Mya (C) 
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discussed this sexuality stereotype and felt that it stemmed from an institutional level at 

her university, as dance was listed under “women’s sports” on the sporting website. She 

explained: 

“I think that at a university level, some men may not feel comfortable auditioning 

for that team because of the preconceived notion and stigma surrounding the 

sport that, you know, you are not heterosexual… what male is going to want to 

audition for the team?... Where does he feel he fits?” 

 

Stefan (ADS) acknowledged the issue with presenting dance as a women’s sport on 

athletic department websites. He explained that his institution’s website only presented 

men’s and women’s teams as “independent programs” without allowing for co-ed teams 

to be listed. While recognizing that this issue exists, he stated, “it’s not a matter of 

anything more than logistics at this phase… It is in the works, like that whole menu 

system that we have is gender-based. It will shift.” 

Averie (D), Destiny (D), Mya (C), Heidi (C), and Leah (C) connected style of 

dance to beliefs surrounding masculinity and femininity at the university level. These 

participants indicated that the few men who auditioned for a competitive team typically 

chose to compete only in hip-hop. Averie (D) stated, “it can be associated negatively 

sometimes to be a male and be a dancer by members of society, especially if you're in the 

more feminine styles of like lyrical and contemporary.” Mya (C) explained that solely 

competing in hip-hop allowed men to “[disengage] that stereotype.” Destiny (D) 

described this as a “social cultural barrier” in which “hip-hop is considered more of a 

manly thing.” She further explained that “the attitude is very different for hip-hop. It’s 

very like, you know, fight me kind of attitude, which is associated again, aggression is 

associated with males more than it is with females.” Breanna (D) brought up an 

interesting concept in that men are often criticized for either “dancing too feminine or not 
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strong enough” because they are expected to dance “like a man should.” Mya (C) also 

discussed this concept in stating: 

“It’s just ironic and the stereotype associated with male dancers is that they are 

feminine. However, they’re masculine enough to lift and throw and showcase 

everybody else. Like they need to have that athletic ability, which a lot of male 

athletes wouldn’t be able to lift a fully grown female dancer over their head, 

where male dancers can.” 

 

Similarly, Ella (D) explained, “they have to exude more like manly and masculine energy 

just with the way they dance and certain moves. They have to do jumps, lifts, all that.” 

Julianna (C) indicated that the expectations placed on men’s bodies and the ways in 

which they are able to move puts a lot of pressure on them to succeed. She explained: 

“If you're going to have a guy on the team, he has to be good. He has to be able 

to lift people, he has to be able to turn. Otherwise, he’s just sticking out and not 

doing anything special.” 

 

Athletic department staff were also asked about barriers faced by men in 

competitive dance. However, they generally seemed to have less of an understanding of 

these experiences, as many of them did not have hands-on experience working with 

dancers. Robert (ADS) stated, “I really don’t know anything about it” and Patrick (ADS) 

explained that he had “no idea” how to answer the question. Vanessa (ADS) explained 

that she wasn’t sure of any barriers or challenges for men, “I haven’t encountered many 

males on competitive dance teams. Even looking at this picture of our competitive dance 

team, I don’t see any.” Randy (ADS) was able to make connections to “sexual 

orientation connotations” that dancers who identify as men may face by connecting them 

to figure skaters who identify as men. Taryn (ADS) also connected competitive dance to 

figure skating by explaining that “Canadians have started to put a little bit more of a 
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spotlight on some of the men participating. I feel like that’s helping break down a little 

bit of barriers of men going in that space.” 

Benefits of Men in Dance 

 

 Despite the barriers and challenges men face in competitive dance, they are seen 

as the “golden egg” in dance, according to Breanna (D). Dancers and coaches spoke to 

the benefits of having men on their team, as they were able to portray different storylines, 

incorporate partnering, and experiment with more difficult lifts. Breanna (D) explained 

that dancers who identify as men are “so wanted in the community” because of the 

advantages they bring to a team, especially in a competitive context. Karlie (C) spoke for 

herself and her team in explaining, “we could love to have a boy on the team just because 

like, you can do so much more.” Nadia (C) further explained Karlie’s idea, “you can do a 

totally different routine of you have a male, because then again, like there’s those 

stereotypes… in what you can create in a story.” Ella (D) and Breanna (D) discussed the 

competitive context and the advantages that teams may get with regards to scoring. 

Breanna (D) explained, “everybody wants a boy on their team or them want a duet with 

them because they're going to score better at competitions” and Ella (D) explained, 

“usually when there’s males dancing in a piece, it like boosts the score.” 

While it is beneficial for a team of predominately women to have men join, 

participants also noted the “perks” provided to men by studios, judges, and competitions. 

Daniela (D) spoke to her studio experiences in explaining: 

“It’s cheaper for boys to dance in a studio… their costumes don’t count as much, 

which I think is just because they typically have less extravagant costumes… And 

they typically get solos, they're going to be in the middle, in the front, just for the 

sheer reason that they're the odd man out. Like it’d not be very often you see them 

in the back far corner.” 
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Many participants highlighted the advantages that men get with regards to scores 

from judges. As evident above, Ella (D) and Breanna (D) noted that this can be beneficial 

for women who are in duets and groups with men, as they typically receive higher scores. 

However, participants also noted a disadvantage to this scoring system when competing 

in solo categories against men and in group dances consisting of only women. Emma (D) 

explained her mindset at competition when competing against men in her category, “you 

automatically think, oh, he’s going to win because he’s a boy and judges want him to 

continue dancing because not enough boys dance.” Nadia (C) referred to increased 

scores as “penis points” and Breanna (D) suggested that it was “whole other issue you 

could touch upon.” Daniela (D) spoke the normalization of the scoring system for 

dancers who identify as men: 

“I have been told on many accounts that when you go to competition and there's a 

boy you're competing against, you're going to lose because they want to do 

everything they can to ensure that there are more boys that do that, that come into 

dance. So I was really happy when I didn’t see a boy I was competing against.” 

 

Theme 4: Athletic Culture in University 

 

While the theme of privileging of masculinities spoke both to tensions within 

dance itself and dance within the broader sport context, university athletic culture was 

something new to most university-level dancers, as they had not previously experienced 

dance being included in athletics. At the university level, competitive dancers found 

themselves either immersed in a culture of athletics or excluded from that culture. The 

degree to which they experience athletic culture varies depending on their team’s 

representation and affiliation with the school, which will be further explored in Theme 5. 

Nevertheless, athletic culture plays an important role in the ways in which competitive 

dancers experience being treated like athletes and dance being recognized as a sport. 
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Within the theme of athletic culture, participants seemed to recognize two distinct areas: 

student-athlete culture and university sport culture.  

Student-Athlete Culture 

 

 Discussions around student-athlete culture emerged throughout participants’ 

interviews and centered around the benefits and challenges of student-athlete culture, 

which will be further described as two sub-themes focused on the associated benefits and 

challenges.  

 Benefits of Student-Athlete Culture. Participants identified social benefits, 

pride, access to resources and support, and life skill development as associated with 

student-athlete culture. Participants in all three groups commented on the sense of 

community experienced by student-athletes. Stefan (ADS) compared the experience of 

the general student population at a university to that of student-athletes, “as a student, 

just a student in an institution, you're just a singular individual. Within the athletics 

department, you're part of a team, a whole team.” This sense of community allowed 

student-athletes to feel a “sense of rootedness and connectedness,” according to Shawn 

(ADS) and contributed to “increased student engagement and experience,” as explained 

by Vanessa (ADS). Along with this sense of community emerged feelings of pride among 

student-athletes. Erika (D) explained, “I feel like there’s a lot of pride that comes with 

being a student-athlete. Like people kind of look at you differently when you're carrying 

the backpack on campus.”  

Another benefit described by participants was access to resources and supports 

that were not available to the general student population. These resources and supports 

included athlete-exclusive academic support programs, locker rooms with storage areas, 
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high performance training centers, mental health coaches, registered dieticians, athletic 

bursaries and scholarships, team representatives, and athletic therapists. It is important to 

note that these resources were not distributed equally across all sports and all universities. 

Some resources, such as high-performance training centers and athletic therapists, were 

only available to varsity level student-athletes at most universities. Resource access and 

distribution was also impacted by the size of the campus. Averie (D) noted that her team 

did not have the same level of access to resources that student-athletes received at her 

university’s main campus, as her team ran out of a smaller, more remote campus. 

The development of life skills as a student-athlete was a commonly discussed 

benefit from dancers, coaches, and athletic department staff. Randy (ADS) listed a 

number of skills that student-athletes develop including, “time management, program 

management, coordination of activities, communication, resiliency, conflict resolution.” 

Erika (D) reflected on the discipline she had gained from being a student-athlete, “I get 

things done, you know, on time. I don’t often ask for extensions and that kind of stuff 

because I don’t need them.” Patrick (ADS) connected the development of these skills to 

the professional level, as he felt it is a “huge intro into the professional world.” He 

elaborated on this in explaining that student-athletes are more likely to get an interview 

because of their athletic experiences. 

Challenges of Student-Athlete Culture. While student-athletes are provided 

various advantages and learning opportunities in university, they are also faced with 

additional challenges that the general student population may not have to encounter. 

Some of the most frequently discussed challenges included the transition into university, 

balance and time management, and pressure. Within the open response questions, there 
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were some additional challenges listed by participants, including: mental health, alcohol 

and drug use, sexual relationships, injuries, and heightened competition. Emma (D) spoke 

to the difficulties that student-athletes face when adjusting to university, particularly 

those in their “rookie years,” by explaining, “participating in sport as a student-athlete 

at a university can either really help you in school or it can set you back in ways that you 

weren’t expecting.” Robert (ADS) described this adjustment as a “challenge of 

dislocation” and Shawn (ADS) similarly referred to it as a “drastic change,” as first year 

students need to adjust to new environments as both students and as athletes. An 

especially difficult challenge in this transition was described to by Emma (D) as moving 

from being “a big fish in a small pond” in high school to being a “small fish in a big 

pond” in university. She concluded, “some people don’t take well to being small fishes in 

a big pond.” 

One of the most pervasive challenges for student-athletes was described 

throughout the interview responses and open-response questions as “school-sport 

balance,” as explained by Nadia (C). She further stated: 

“I definitely think being a student-athlete, there’s so much demand for that sport. 

Like it’s so easy to struggle with balancing everything because you do need to 

have a personal life. You know, you do want to go out… but then you have to care 

about school.”  

 

Athletic department staff also had a clear understanding of this challenge, as evidenced  

 

by Patrick (ADS): 

 

“Athletes are asked to do a certain amount of academic work in an academic 

setting. It’s based on an academic standard. And when you add sport to it, the 

sport has to be something that the athletes completely manage themselves because 

the institution isn’t going to do it for them.” 
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Gianna (C) discussed additional aspects she had to consider within her school-sport 

balance, including finding time to take care of herself, eating regular meals, going out 

with friends, and fitting in time for a placement for school. Nadia (C) shared, “the 

balance in itself is very challenging because of all the pressure too, to do well in their 

sport.” Ella (D) felt similarly about this pressure when explaining that it can be “really 

high when you're dealing with trying to get good grades and trying to do well and 

whatever you're doing.” Claudia (D) noted that this pressure is especially high for 

athletes who play varsity sports, as they are expected to “represent the school properly.” 

University Sport Culture 

 

 Participants’ discussions surrounding university sport culture were more complex 

in comparison to discussions about student-athlete culture. Participants spoke extensively 

about the following four sub-themes: (1) the value of men’s sports; (2) sport hierarchies; 

(3) institutional and systemic barriers for dancers in university sport, and (4) athletic 

stakeholders’ understandings of dance. 

 The Value of Men’s Sports. Averie (D) explained that gendered ideals about 

sport in society were reflected within her university, “in like the media, male sports are 

favoured more. So then the athletic department would favour that and the student body 

would favour it.” Dancers and coaches felt strongly about what they perceived to be a 

greater overall value and respect for men’s sports in university, particularly with regards 

to men’s basketball teams. Participants often compared the men’s basketball team to the 

women’s basketball team when speaking of social media promotion, ticket sales, game 

attendance, funding, halftime show performances, and scheduling of games. It is 

important to note that these issues were not exclusive to basketball teams, as they were 
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also briefly mentioned by participants as existent in sports such as hockey, rugby, and 

soccer. Chloe (D) described the culture at her university, “everyone watches and supports 

and celebrates the male basketball team. But there’s not a lot of recognition for women.” 

Averie (D) explained that “attendance would be more towards the male side” at 

university-level basketball games. In addition to greater turn-out for men’s games, Nadia 

(C) shared that “the women’s games would always go first, then they would always make 

everyone hype up the men’s game more. Like they would have more things at the men’s 

game like halftime performances.”  

Claudia (D), Julianna (C), and Mya (C) spoke to the priority that dance teams and 

cheerleading teams placed on performing at the men’s basketball game. At their biggest 

basketball event of the year, both Claudia (D) and Julianna (C) explained that the 

cheerleaders and dancers alternated who got to perform for the men’s halftime show each 

year. Claudia (D) explained that this was because: 

“You don’t want to perform at the women’s because nobody comes. Like there’s 

an empty stadium. And then when men’s starts, everyone comes. So it just shows 

that like even the school values the men’s teams, like the student body values the 

men’s sports over women’s.” 

 

As mentioned previously, Nadia (C) voiced concerns about the women’s teams 

consistently playing first on game days, which she suggested may have attributed to 

poorer attendance. Stefan (ADS) addressed this concern in his interview in explaining: 

“One of the arguments is we always put the women’s games first. That’s a league 

scheduling issue. But a lot of the times, that has more to do with the preference of 

the coach and the team. They like to go first. They don’t like watching the men 

play, play first, then go second, because then anxiety builds.” 

 

Despite this understanding from athletic department staff, dancers and coaches did not 

seem aware of the logistics behind the scheduling of sports. 



 

 

69 

 

 Karlie (C) found the unequal treatment and value of men’s sports over women’s 

sports to be “confusing” because the “girls’ teams tend to do better.” Leah (C) suggested 

that this issue is “probably more organizational and the way that sports are run.” 

Athletic department staff helped to shed some light on the issues being presented by 

dancers and coaches. Stefan (ADS) suggested, “there’s a lot of work that needs to be 

done in university sport and Ontario sport for dance and sport in general to become 

more inclusive.” He explained that women’s sports at his institution were actually funded 

and supported “disproportionately higher” than men’s sports, although athletes did not 

feel that way. He shared that the athletic department gives an “equal about of money to 

[their] men’s basketball as [they] do [their] women’s basketball, yet the perception of 

[their] men’s basketball team is much greater, even though they have much poorer 

performance than [their] women’s basketball team.” At another institution, Randy 

(ADS) and Shawn (ADS) explained that their universities were “really big on ensuring 

that there is an equality in terms of male to female sport” as a result of women’s 

leadership in the athletic department. Randy (ADS) felt that this equality in terms of 

men’s and women’s sports was “directly tied” to having a woman as department head 

and the influence of her values and approach within the athletic department. Shawn 

(ADS) went on to explain that this was “not the case in every institution.”  

Stefan (ADS) and Destiny (D) identified an inequality occurring in their athletic 

departments in terms of portraying the “ideal athlete.” Destiny (D) said, “if you close 

your eyes and picture a varsity athlete, most likely you're thinking of some big buff guy. 

So I think that’s where the problem is because that’s like the face of varsity.” Stefan 
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(ADS) also critiqued his institution’s “hyper-masculine marketing approach” in the 

following example: 

“If you're going to recognize, say, the Athlete of the Week, it’s always going to be 

the high performer from the men’s hockey team or men’s basketball team, not the 

squash player who happened to win OUAs for the first time in 20 years.” 

 

He continued to explain that he felt he was a “lone wolf” in his institution’s athletic  

 

department regarding his views, as evidenced by: 

 

“I have a great deal of difficulties with athletic departments overall from a 

gender equity to race and racism component that we tend to favour a very 

particular brand of athlete. And, you know, what’s to say we shouldn’t be 

highlighting a dancer or highlighting a squash player or curler?” 

 

 Sport Hierarchies. In the above sub-theme, participants consistently referenced 

the men’s basketball team with a “greater than” mentality in comparison to the women’s 

basketball team. This mentality not only occurred within basketball, but also across 

various sports in each institution’s athletic department. Stefan (ADS) described this as a 

“tiering model” in which “sports are defined by priority.” He explained that “every 

university has one, whether they recognize, publish it or not.” In his institution, he 

described tier one sports as consisting of sports such as football, basketball, and hockey. 

Tier two, or “high performance” sports, included volleyball, soccer, cross-country, track 

and field, and rugby. The “lower tiers” consisted of sports such as curling, fencing, 

squash, and other “individualistic” sports that were considered “less understood” and 

“less popular.” However, this system of tiering sports was specific to Stefan’s (ADS) 

institution. He explained that some universities’ systems were well defined and 

restrictive, while others were based on scoring systems and predefined metrics. A 

similarity across all of these tiering systems was that the “level of support you receive at 

all of these institutions is defined by what tier you're in” (Stefan, ADS). 
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  Although dancers and coaches did not seem to have as much of an understanding 

as to how the tiering systems worked in their institution, they did have an understanding 

of the impact of the tiering system on their teams. Most dancers and coaches recognized 

varsity as being the highest tier, while club teams or competitive teams were lower on the 

sport hierarchy. None of the dancers or coaches in this study belonged to teams that were 

granted full varsity status, nor did they make mention of other dance teams in Ontario 

with this status. Chloe (D) stated that her dance team wasn’t “as recognized as other 

varsity sports.” Similarly, Gianna (C) explained, “I think people see us as less than 

compared to other sports.” Georgia (C) explained the disadvantages of this mindset on 

her team: 

“I know my school doesn’t really consider it on the same level as the other sports 

teams. And I do think that, you know, it changes the opportunities we get, like the 

resources we get just because we’re not put on the same level as other sports 

teams.” 

 

Chloe (D) compared her dance team’s access to resources to other teams within the same 

athletic department: 

“There actually is a dance studio… but we never get to use it, ever. We get one 

hour a week to use it and fencing and wrestling gets to use it the most… that just 

doesn’t make sense to me.” 

 

At a different institution, Daniela (D) explained that her university had “a special gym 

for [their] varsity athletes that the same team couldn’t use because [they] weren’t 

classified as a varsity team.” In the COVID-19 context, she stated, “during a pandemic, I 

can play hockey, but I can't go to the dance studio. Why? I feel like a lot more respect is 

given if you play a sport that involves a helmet.” These issues were also reflected in 

academic settings, as Daniela (D) explained: 



 

 

72 

 

“When you tell teachers and profs that you’re on the team and you need an 

extension for this, they don’t care. You want to take less of a course load because 

you want to be a full-time dancer, they don’t care. If I was on the varsity football 

team, it would be a different conversation.” 

 

Chloe (D) similarly explained that her professor did not consider a dance competition to 

be a legitimate excuse for being unable to attend a scheduled midterm, as dancers were 

not varsity athletes. 

 Many dancers and coaches alluded to the idea that gaining varsity status would no 

longer cause them feel as though they are “just a number” or “at the bottom of the food 

chain.” However, some athletic department staff were hesitant to the idea of bringing in 

new sports to the athletic department. Patrick (ADS) explained that the addition of a new 

sport would “put pressure on traditional sports” and would “put pressure on [his 

team’s] place in the hierarchy.” He explained that at his institution, another sport would 

have to be dropped if a sport like dance were to be added in because of the limited 

resources (i.e., funding, space, etc.) that needed to be allocated across all sports. Randy 

(ADS) asserted that “the grass isn’t always greener on the other side” when speaking of 

“club sports” that have pushed to gain varsity status. For institutions that have large 

varsity programs, this can be problematic due to the financial and academic supports 

being tiered across all varsity sports. Randy (ADS) cautioned, “so unless you're in the top 

tier, you don’t get the golden ticket.” 

Institutional and Systemic Barriers for Dancers in University Sport. As 

discussed above, none of the participants made mention of their university-level dance 

team having full varsity status. Some participants attributed this to their place in the 

athletic department’s sporting hierarchy. Other participants recognized the institutional 

and systemic barriers preventing them from gaining that status, despite the level of 
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support from their athletic department and larger university. Both Emma (D) and Mya 

(C) explained that the OUA did not host competitions for dance teams, which was “the 

determining factor of not gaining full varsity status.” Karlie’s (C) dance team faced a 

similar issue as it was run out of a smaller campus at her university, rather than the larger 

downtown campus. With both campuses having separate sports teams, the university had 

each campus competing out of different leagues. Karlie’s (C) campus competed in the 

college league, while the downtown campus competed in the OUA. She explained, “our 

campus actually isn’t under OUA because the downtown campus is. So ours is part of the 

college league. And so the college league doesn’t recognize dance as a sport.”  

Patrick (ADS) spoke to this difficulty in categorizing dance within athletic 

departments and larger sport organizations: 

“I think being both an art and a sport creates all kinds of… external problems 

when you get into things like funding, and shared resources, and institutional 

acceptance. It just opens so many doors that don’t have a light to the other side.” 

 

Robert (ADS) also spoke to the structure and categorizations of sport in university: 

 

“I would say that the athletic department and how it’s structured at a university 

doesn’t have a lot to do with sport. It has a lot to do with administrative models. It 

has a lot to do with what makes sense for how the university’s managed and how 

they distribute their finances. It’s more practical.” 

 

Along these lines, Randy (ADS) stated that “it’s not a fair playing field.” Although his 

athletic department did their “best to support student-athletes that are in sport clubs,” he 

noted that the athletes “need to understand there are limitations and it doesn’t change 

overnight.” 

 Throughout discussions about institutional and systemic barriers, sport hierarchies 

were also referenced by athletic department staff. Stefan (ADS) indicated that the dance 

team at his institution was given club team status. As a result of this status, he explained: 
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“We limit the amount of space and time they can have. We don’t provide them 

access to our performance center and we don’t provide them training programs. 

So, given the constraints they have, it’s like the goldfish and tank analogy, right? 

The goldfish grow to the size of their tank. Well, if I only give you a small tank, 

you’ve grown to the maximum of it… They are performing exceptionally well 

given the constraints we give them.” 

 

These constraints were referenced by various participants when speaking of access to 

facilities, funding, paid coaching positions, and alumni support. Although the athletic 

department at Stefan’s (ADS) institution had “created a small tank for dance,” he 

explained that resources needed to be balanced across various sports within the hierarchy. 

In an open response question, Stefan (ADS) also explained: 

“University athletic departments are massively biased on their perception of what 

sport and athletes are and are not. While individual admins may have more 

positive views on sports such as dance etc., the institutional and systemic bias 

creates barriers to participation, recognition and growth of this not considered 

mainstream sports.”  

 

Dancers and coaches recognized these limitations and referenced how their status, or lack 

thereof, impacted their team’s experiences throughout their competitive season, which 

will be further elaborated upon in Theme 5. 

 Athletic Stakeholders’ Understandings of Dance. While participants were able 

to recognize various barriers that prevented competitive dance from growing as a sport, 

dancers and coaches had strong opinions about the ways in which they felt dance was 

understood at the university level. When discussing athletic departments specifically, 

dancers and coaches on teams who were affiliated with the athletic department seemed 

particularly frustrated with what they believed to be a lack of knowledge of the staff 

members working directly with them. Claudia (D) explained, “they don’t know anything 

about dance, it’s so frustrating.” Emma (D) felt that there was an overall “lack of even 
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trying to understand what’s going on” and expressed this in both her interview and open 

response questions. 

Breanna (D) and Nadia (C) explained that their teams were required to have a 

coach if they were being represented by their athletic department. However, the athletic 

departments “don’t know what it means to be a certified dance teacher” and did not 

understand what proper credentials entailed when selecting coaches for the teams. 

Several participants also discussed conversations they had to have with their athletic 

department representatives with regards to purchasing costumes for competitions. 

Claudia (D) shared, “it just always seems like they don’t even believe that we need money 

for costumes. They're like, oh, so twenty dollars is fine for everyone doing eight 

dances?... They have no idea.” Emma (D) and Mya (C) explained they both had to 

thoroughly justify their team’s need to purchase costumes. Emma (D) shared her 

experience: 

“We had our representative… refer to our costumes as stage uniforms and asked 

if we could share them. And we have to kind of explain like, well, when we’re all 

on stage at once, you can't necessarily just share them. They're also not jerseys.” 

 

The spaces that dancers were provided to train in were often seen as inadequate by 

dancers and coaches because “they [weren’t] educated on the subject,” according to 

Emma (D). Georgia (C) explained that the athletic department was not aware of what was 

required to bring twenty-five routines to competitions, why high ceilings were necessary 

to practice lifts, and the time commitment that was required of dancers to prepare 

multiple routines. She recognized that the athletic department provided them with 

supports but felt that they “didn’t take their needs into consideration at all.” Emma (C) 

summed up her experiences with the athletic department in stating, “I feel like they 
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constantly put a glass ceiling on us… because they don’t understand.” Having 

experienced four years of athletic department representation, Emma’s experiences 

aligned with many other participants’ experiences. In her final year on the team, she felt 

that her new representative “was actually really great and understanding,” which 

allowed her to feel that her team was in a “really good place.” 

 Mya (C) explained that her dance team was often compared to cheer, which she 

described as problematic because “that was the premise they were basing the dance team 

off of and they needed to just start from scratch and start with a new blueprint to the idea 

of having a varsity dance team.” Two athletic department staff spoke of cheer with 

reference to their university’s dance team. Robert (ADS) explained that his university has 

“a very successful power cheerleading team, which you might consider a type of dance.” 

Shawn (ADS) made a similar comparison, “we have a competitive dance team that acts 

as well as kind of like a cheer squad… I believe it’s the same thing.” Julianna (C) 

addressed this misrepresentation of dancers as similar to cheerleaders when explaining 

the contexts in which the school often sees them perform: 

“Any time that the school does see us dance, like at those basketball games and 

stuff, it’s not like we’re whipping out tricks 24/7. It’s just that fun, pump up crowd 

dancing… That’s all they get to see us do.” 

 

She suggested that the school may not understand the full extent of their abilities because 

they don’t get to see styles like “the hard hitting contemporary,” which require different 

skill sets, emotions, and performance qualities. 

 When directly asking athletic department staff of their prior knowledge of 

competitive dance, their responses varied greatly. Within interview responses, athletic 

department staff indicated that their knowledge about dance came from television, social 
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media, family and friends, and from working directly with dance teams within the athletic 

department. Patrick (ADS) understood dance in terms of the ballet training required of his 

wife’s synchronized swimming team, whereas Randy’s (ADS) knowledge came from his 

youngest daughter’s experiences in competitive dance. Robert (ADS) felt he had no 

knowledge or understanding of dance, Shawn (ADS) explained his limited understanding 

of dance from the Faculty of Fine Arts at his institution, and Taryn (ADS) shared that her 

friends and family members had participated in dance, although she had never worked 

with dancers directly. Vanessa (ADS) felt that she had a prior knowledge of dance based 

on her “love for it” as well as “family members who engaged in it” and a general 

understanding of dance as a club team at her university. Stefan (ADS) seemed to have the 

greatest understanding of competitive dance as a result of his role as the manager for his 

university’s dance team. Although dance was not his primary area of sport, he shared 

instances in which he seemed genuinely interested in understanding the inner workings of 

the dance team he represented. During dance team practices, he would ask to sit and 

observe, which helped to give him “a broader perspective of what goes into it.” He 

explained, “witnessing the practices gave me a good perspective of how much work and, 

the dedication it took to, you know, to perform.” 

 Stefan (ADS) felt that he was “not equipped for dance” when he first came into 

his role as the dance team’s manager. For managers in his athletic department, he 

explained that “you have to quickly become an expert in all sports.” At Randy’s (ADS) 

institution, he stated: 

“Most of our staff wouldn’t have detailed specific knowledge of all the different 

sport clubs… unless they come from that area, they're not going to have the 

specific details. They’ll have a generic overview and understanding of what it 

might be, but they won’t have the intimate details or knowledge.” 
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Taryn (ADS) similarly referred to athletic department staff as “generalists” because they 

don’t have “a specific knowledge of each sport.” Rather, they “generally understand 

how it works,” but wouldn’t necessarily have the “sport technical knowledge” of every 

sport they are representing. 

Theme 5: Dance Team Representation 

 

 University athletic culture was discussed extensively in the above theme, 

particularly with reference to dancers who were represented by their university’s athletic 

department. In this study, participants’ dance teams were primarily represented in one of 

three ways: athletic department representation, student union representation, or other/no 

representation. Dancers and coaches spoke to all three types of representations, 

depending on their personal experiences in their institution, while athletic department 

staff were only aware of dance team experiences within their own and other institutions’ 

athletic departments. When speaking of the ways in which dance teams were represented, 

participants across all three groups discussed various benefits and challenges. Benefits 

seemed to differ across the three types of representation, while there were some 

commonly shared challenges for dance teams, regardless of representation. 

Athletic Department Representation 

 Dance teams who were represented by the athletic department had a direct 

affiliation with the university. Across interview participants, four dancers and five 

coaches belonged to dance teams with athletic department representation. Five of the 

seven athletic department staff indicated that their department represented a competitive 

dance team. Across all three groups of participants, the experiences of four competitive 

dance teams with athletic department representation were captured in the interviews. It is 
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important to note that Breanna (D), Mya (C), and Nadia (C) had experienced both athletic 

department and student representation within the same institution during their 

experiences as university-level dancers and coaches. They each spoke to both of these 

experiences in their interviews. 

 Benefits of Athletic Department Representation. Dancers, coaches, and athletic 

department staff identified various benefits to being on a dance team with athletic 

department representation. These benefits will be described in the following two sub-

themes: (1) access to resources and supports; and (2) belonging to a community of 

student-athletes. 

 Access to Resources and Supports. Participants spoke positively about the 

increased access to resources and supports that were provided to dance teams with 

athletic department representation. Dancers and coaches who did not have this 

representation were able to recognize benefits in terms of increased access to funding, 

studio time, social media promotion, and educational support that were provided to other 

sports teams. Participants who did have this representation identified similar resources 

and supports in addition to access to physiotherapy, certified coaching staff, discounted 

rates for facilities, travel, and apparel, professional photographers, mental health 

programs, athlete-exclusive events, liability insurance, health and safety protocols, and 

administrative support. Leah (C) felt supported in a range of areas by athletic department 

staff: 

“I think definitely having somebody within the athletic department is important 

because they can help you with a lot of different things like facility bookings or 

financially or. Like especially during COVID, it’s been helpful to have somebody 

within the athletic department to help us with the regulations.” 

 

Randy (ADS) also explained the importance of staff supports: 
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“We’re also in the process of implementing actual staff supports. So that will 

have people who will go out to the club practices, to the club meetings…. And 

visit with them to make sure that the site is safe, that the coaches are being 

respectful and not bullying, that the students themselves know if they have any 

issues or concerns, there’s staff that they can go and talk to.” 

 

When speaking to the benefits discussed above, Shawn (ADS) acknowledged that the  

 

resources and supports provided by the athletic department often “[elevate] with varsity 

status,”  

 

which can be connected back to the sport hierarchies discussed in Theme 4. 

 

 Belonging to a Community of Student-Athletes. Participants described the value 

they placed in belonging to a community of student-athletes and “feeling like [they] were 

part of athletics,” as emphasized by Breanna (D). Dancers and coaches felt immersed 

within the athletic community when performing at basketball games, football games, 

volleyball games, and other events throughout the year. Georgia (C) enjoyed “engaging 

with other sports and representing [her] team through other sports teams” when 

performing in athletic contexts. Feelings of belonging and cohesiveness were particularly 

apparent when participants spoke of athletic apparel, university-specific branding, and 

backpacks. Breanna (D) stated: 

“I don’t know why it was such a big deal for us to be able to wear red and blue, 

but it was. And we got to wear the [university] logo on our clothes and also on 

our backpacks. We got backpacks. That was a huge thing.” 

 

Breanna (D) felt that earning a backpack was especially important to her and her 

teammates because “everybody at [the university] wears the backpacks, whether they're 

hockey, chess, badminton, like they're all over the entire school.” Mya (C) recognized the 

significance of her team earning backpacks in their first year of being represented by the 
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athletic department, “once the girls got the backpacks… they got to wear the [university] 

logo… they [got to] represent the school community as student-athletes.”  

 Challenges of Athletic Department Representation. Participants across groups 

also spoke of the challenges faced by being represented by the athletic department. These 

challenges will be explored in the following five sub-themes: (1) training and practice 

space; (2) funding; (3) transportation; (4) student leadership; and (5) team restrictions. 

Training and Practice Space. While preparing for their competitive season in 

March, dancers and coaches described the challenges they faced while trying to find an 

adequate space to train and practice in throughout the year. Georgia (C) explained, “it’s 

not like they don’t give us anything… I am grateful that they do at least give us some 

space. But it’s not adequate to what we need.” Dancers and coaches from various 

institutions reported challenges in scheduling studio space, timing of scheduled classes, 

shape and size of studios provided, and restricted access to training facilities for varsity 

athletes. In an open response question, one dancer reported that her team rented out space 

as a local dance studio to train and rehearse, as they were not provided enough time and 

space to rehearse on campus. Claudia (D) explained that her team was often scrambling 

before the competitive season, as they had to schedule fifteen dances into the six hours of 

allotted studio space they were given. If her team wanted to rent additional studio space 

on top of their regularly scheduled six hours, they were required to pay $75 per hour. To 

work around this barrier, her team often had to practice in the hallways or other open 

areas around the school at 7:00am. This time was chosen not only to ensure that practices 

did not interfere with academic classes, but also because they were concerned that the 
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athletic department would not allow practices outside of the studio if they were to see 

them.  

In addition to the above challenges with accessing physical space, Georgia (C) 

and Julianna (C) reported that they did not have the ability to train their bodies or 

participate in team workouts, as they did not have access to the exclusive varsity athlete 

gyms on campus. With limited time in studio, they struggled to schedule all their routines 

for competition and could not prioritize time to physically train their bodies.  

Mya (C) voiced concerns about the timing of studio space they were given, “since 

we were not given a plethora of options, this is your schedule and that’s it. There’s no 

flexibility.” With some of their practice times being scheduled on weekdays from 9:00-

11:00pm, there was overlap for some dancers with their 7:00-10:00pm lectures. Mya’s 

(C) team was also assigned studio space on Sundays, which also raised some additional 

concerns: 

“If dancers are commuting to and from school, how fair is it for me to ask that 

you have to be at school on a Sunday all day long? How about if you have a 

job?... It doesn’t leave dancers much room or time to have a job, to volunteer, to 

do co-op.” 

 

Leah (C) also felt that her team was not prioritized in facility bookings, “the varsity clubs 

get first priority and then whatever’s left over, we get.” She explained an instance in 

which her team did not get the time they requested to use the studio because the varsity 

rowing team had also wanted that time. Leah (C) described this experience as “very 

frustrating” because dancers were limited to using the studio to train, while the varsity 

rowing team had access to various facilities on campus. Leah (C) and Erika (D) had both 

considered taking their teams off campus to train. However, their athletic departments did 

not allow this due to liability and insurance purposes.  
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Georgia (C) expressed her gratitude for the space they were given by the school 

but noted that the studios on campus could not sufficiently meet her team’s needs. She 

explained: 

“When you have thirty-five people on the team, it’s almost impossible to practice 

extended lines in the studios… They don’t understand that we have twenty-five 

routines that, you know, we need high ceilings so that we can practice lifts and 

they just, they really don’t know what dance is and that we have multiple routines 

and that we need lots of time.” 

 

Julianna (C) was able to further recognize challenges with the size and shape of her 

institution’s facilities after being able to dance in the gyms. As a result of COVID-19, her 

team was required to practice in the gym to maintain social distancing guidelines. She felt 

that it would be “a big struggle” to go back to the studios after having the space to dance 

full out, practice lifts in routines, and properly space their formations. 

As evident above, dancers and coaches shared common feelings and frustrations 

about training and practice space. From the perspectives of athletic department staff, they 

spoke to the challenges in booking out facilities in a way that kept schedules “as 

equitable as possible.” Randy (ADS), Stefan (ADS), and Shawn (ADS) clearly 

articulated the “balance” that was required when designating spaces. Randy (ADS) 

described the priority-based system that his institution worked with. Academic classes 

got first priority in facilities throughout the week, particularly kinesiology and education 

classes. Following the first priority bookings, there was a “division” in which varsity 

sports were given a certain amount of time in facilities, as well as sport clubs, intramural 

programs, and general sport programming. He explained, “it’s a nonstop juggle in terms 

of what those spaces and who wants them. And the demand is intense. And that still 

doesn’t include the external community that we try to service at the same time.” He later 



 

 

84 

 

referred to this struggle as a “Jenga game.” Shawn (ADS) revealed, “[my institution] 

does not have enough space for the size of student population that we have. And it’s not 

for our department not wanting that, but it’s where the university decided to put its 

overall resources.” In his survey, Shawn (ADS) also explained, “resources are not 

unlimited and allocating them appropriately is challenging regardless of the sport and 

sport context.” Athletic department staff revealed an evident struggle in their “dearth for 

space,” as articulated by Randy (ADS). While some of the scheduling decisions were in 

the hands of athletic department staff, they were also faced with challenges that were 

“above them” at the larger institutional level. 

 Funding. Dance teams with and without athletic department representation 

identified funding as a benefit to their representation, as they were provided with 

additional funds they would not otherwise have access to. When Georgia (C) spoke of 

financial support from the athletic department, she explained, “we get like three thousand 

dollars at the beginning of the year as a grant from the school. But in the large scope of 

everything, it really does not cover anything.” Erika (D) explained that university-level 

competition fees are less expensive than competition fees for studio dancers. However, 

all sports teams under the athletic department at her institution were required to pay a 

team fee to go towards the school. Responses to the open response questions revealed that 

athletic fees can range from $50-$250 per team member. Based on the responses from 

dancers and coaches, it was unclear as to whether or not these fees were determined by 

the athletic department or by the student leaders on the team. As indicated by dancers in 

their interviews, there were additional fees on top of their athletic fee that went towards 

apparel, backpacks, buses/carpooling, hotels, competition fees, and costumes, which were 



 

 

85 

 

primarily paid for by the dancers themselves. Mya (C) shared, “not all families can 

continue to support their student as they start progressing into university. So it’s just not, 

it’s not equitable at all by any stretch of the imagination.” 

Most dancers and coaches resorted to fundraising as a means to support the team, 

which was further constrained by athletic department rules and regulations. Emma (D) 

referred back to her “glass ceiling” analogy when speaking of fundraising, “in funding, 

there’s a glass ceiling. There’s, you can fund, but you can't fund on campus, and you 

can't fund this way.” Gianna’s (C) athletic department did not support “bar nights” as a 

team fundraiser, as “they don’t support any events that are alcohol-related.” She 

explained that this was a big loss for her team. Although the athletic department provided 

them with some funding, it was “not enough to make up for what [they lost] from the bar 

nights.” Similarly, Emma’s (D) team was not permitted to fundraise through a bake sale 

on campus. Due to fundraising restrictions, Nadia’s (C) dance team resorted to 

fundraising through a local Boston Pizza and through a virtual fundraising platform 

provided by their athletic department, similar to platforms such as GoFundMe. Despite 

fundraising efforts within athletic department restrictions, participants voiced concern 

over how much money was still “coming out of student pocket.”  

Transportation. Challenges with funding and transportation seemed to be 

connected in participants’ responses. Claudia (C), Emma (D), Mya (C), and Nadia (C) 

emphasized the importance their athletic departments placed on their teams travelling 

together to and from competitions. Nadia (C) explained that this was because the 

institution wanted safe transportation, as university was liable for their student-athletes. 

In essence, she felt that “the transportation needed to be provided, but the university 
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wasn’t going to provide it.” Mya’s (C) institution provided a university-branded bus for 

their varsity level athletes to take when travelling to their games. With her dancers having 

club team status, the team was not granted access to this bus. Emma (D) had a similar 

experience with this: 

“They go ahead and say, we’re not going to let you compete unless you take a bus 

like all the other varsity athletes do. But because we couldn’t fund, we can't pay 

for that bus and [the athletic department] won’t pay for that bus.” 

 

In this example, Emma (D) connected the funding restrictions to her team’s barrier in 

affording safe transportation to and from competitions. Georgia’s (C) team had to travel 

from Ottawa, Ontario to compete for two weekends in the Greater Toronto Area. 

Affordable transportation was especially difficult for their team, as one bus costed them 

ten thousand dollars for one weekend. As a result, her athletic department only allowed 

the team to attend two of three competitions. Erika’s (D) team also found it difficult to be 

able to afford transportation. As a compromise, they took buses to and from the first 

competition and carpooled to their final two competitions to cut down on costs.  

 In the open response questions, most dancers and coaches with athletic 

department representation spoke of fundraising to afford buses as a form of 

transportation. However, there was some variance in the interview responses and open 

response questions, as more participants in the survey indicated their team took 

alternative forms of transportation, including taxis, carpooling, and rental cars. In Nadia’s 

(C) open response question, she indicated that buses were only booked for the days that 

group dances were scheduled at competitions. On days that solos, duets, and trios were 

scheduled, she explained that dancers had to find their own mode of transportation and 

were required to have this approved by their athletic department representative.  
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Student Leadership. All three groups of participants commented on the impacts 

of student leadership on how dance teams are run. Claudia (D) explained that varsity 

sports have “adult coaches” running their teams, while dance teams and other teams with 

statuses below varsity are largely student run. Breanna (D) found some dancers on her 

team had a difficult time with dance team alumni returning as coaches, “I found it easy 

because I’m really good at compartmentalizing. So they're not my friend anymore, they're 

my coach… but other people have a really hard time with that.” Breanna (D), Claudia 

(D), and Nadia (C) explained that this changing dynamic brought about “a lot of drama, 

“gossip,” and “issues” within the team. Claudia (C) also found that this was a challenge 

for dancers in terms of taking their captains seriously: 

“Most of our clubs are student run… my captain is like my best friend. She’s not 

going to tell me. I mean, she kind of does. But like, if you miss a practice, it’s not 

like you're going to be kicked off.” 

 

Claudia (C) suggested that it would be beneficial to have an “admin person” taking on a 

leadership role to help mitigate the issues described above. 

Mya (C) and Julianna (C) spoke to the importance of strong student leaders who 

took initiative and supported the dance team within the athletic department. Mya (C) 

explained the “sacrifices” she had to make while in her leadership role: 

“If I wasn’t actively going to meetings or actively inserting ourselves or actively 

getting that involvement, we wouldn’t even be offered it. So it was me having to 

seek out those opportunities in order for dancers to be recognized at our 

university.” 

 

Claudia (C) had adverse experiences with student leadership on her team, “we had a 

captain that I think was not very professional when she was dealing with admin… that 

one captain put us in a bad spot. So a lot of the things we had to kind of fix.” Stefan 

(ADS) acknowledged the challenges of sport clubs primarily having students as coaches, 
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whereas varsity teams were often working with certified coaches. He explained, “that’s 

the hard work with the sport club model because we don’t have as much physical control 

over them and they are more student-run, we don’t always know what’s going on with 

them from day to day.” 

Team Restrictions. In being affiliated with the athletic department, participants 

identified additional restrictions placed on competitive dance teams. Stefan (ADS) 

described these restrictions, “if you're within the department, you're limited in the way 

you can operate, the way you can grow.” He provided an example in which the norm of a 

sport may be to train for three hours in one practice to warm up, dedicate time to 

practicing the sport, and work on stretching and joint manipulation. However, the athletic 

department may not allow for that, as they “give you an hour of training and you make it 

work.” He continued to explain further restrictions, “we also limit on how you can 

market yourself and we control your brand. We control your image. We control your 

voice on so many, so many levels.” Patrick (ADS), Robert (ADS), Taryn (ADS), and 

Vanessa (ADS) staff also spoke of the rules imposed on student-athletes by the 

institution. Robert (ADS) explained “you’ve got to abide by their codes of conduct. 

You've got to behave in the way they want you to behave.” Patrick (ADS) stated, “we 

have to follow rules. So some students might think that’s negative because we have an 

institutional rule. But I don’t think it’s negative, I think it’s just a reality.” Along the 

same line, Vanessa (ADS) explained, “there’s a lot of pressure to maintain a certain 

image because they do represent the university. Anything that they do comes back to 

us…. So being so center staged has its benefits, but it also has its drawbacks.” 
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While athletic department staff primarily focused their responses on reputational 

risks and the student-athlete image, dancers and coaches spoke more specifically of the 

ways in which they felt constrained by the athletic department. Breanna (D) spoke to a 

transition she experienced in which her dance team moved from being represented from 

the student union to the athletic department. Her team was described as comprising of 

about 60 dancers before this transition. After transitioning to the athletic department, she 

explained, “the university gave us a limit to how many people we could have on our 

team. So we were only allowed like 23 people on the team.” This was especially 

challenging for dancers who had anticipated returning to the team the next year: 

“There was a lot of people that were discouraged and didn’t even try out because 

they thought they weren’t going to be good enough to make it. And there was a lot 

of people that didn’t make it that really thought they were going to make the 

team.” 

 

In cutting the team “in quarter,” Breanna explained that the coaches had to choose the 23 

“best rounded dancers” who were able to compete well in various styles of dance, rather 

than putting dancers on the team who were strong in only one or two styles.  

Other dancers and coaches spoke briefly to minor restrictions that were placed on 

their team. Erika (D) described the difficulties in ordering costumes, as “it would be 

easier to go through the choreographers so they could just pick it and buy it while they're 

in store or online shopping” rather than having to organize this through their athletic 

coordinator. Within the COVID-19 context, Leah (C) experienced additional restrictions 

regarding their team’s competitive season. She compared her experiences to those of 

teams with no representation or affiliation with their university: 

“The independent teams have been able to kind of do what they want and they 

don’t need to follow university guidelines of practicing or competitions or 

whatever it may be. And so being under the university or the athletic department, 
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we have to be proficient in what we’re doing and following what their regulations 

are.” 

 

Julianna (C) generalized her experiences with these restrictions in stating, “we have to 

get permission for a lot of the things that we do from them.” As a result of these 

restrictions, Georgia (C) shared, “I considered, you know, not being under the school this 

year,” as she felt negatively about her team’s lack of autonomy in various decision-

making processes throughout the year. 

Student Union Representation. 

 Dance teams who were represented by their university’s student union were also 

directly affiliated with the university. Among the interview participants, five dancers and 

three coaches were on dance teams with student union representation. Across dancers and 

coaches with student union representation, the experiences of four competitive dance 

teams were captured.  

Benefits of Student Union Representation. Only one dancer and one coach 

described the benefits of being represented by a student union in their interviews. They 

identified two major benefits of this representation: (1) access to resources and support; 

and (2) autonomy. 

Access to Resources and Support. Access to resources and support was a benefit 

that was also described by one participant with athletic department representation. In the 

context of student union representation, Aaliyah (D) explained that her university was 

extremely accommodating of their need for studio space. She explained, “they don’t even 

try to book anything in there during that time anymore. They just know every year that 

that’s the dance team time.” Her dance team was granted access to the studio for one day 

per weekend from 1:00-9:00pm. This amount of time allowed their both recreational team 
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and competitive team to use proper studio space equipped with mirrors and proper 

flooring. Because of the amount of time they were given, Aaliyah (D) was the only 

participant who described having time to properly stretch and warm up for class, practice 

technique across the floor, and rehearse choreography for performances.  

Autonomy. Michaela (C) was the only participant who spoke directly about the 

autonomy that was associated with being represented by her university’s student union. 

She explained their level of autonomy as a club as “super desirable.” In speaking of this, 

she referenced the autonomy they were granted in terms of booking their own buses, 

having their own bank account, and not needing to “uphold any sort of standard” aside 

from inclusion and accessibility within the club. Michaela (C) provided an example of 

her team’s level of autonomy in comparison to other teams with athletic department 

representation: 

“When everything kind of shut down last year with COVID, when we were at a 

dance competition, I got a phone call from [the student union] saying that we had 

to come home. It was a lot easier for us to kind of figure out how we were going to 

do it because we had connections to the bus companies, we have connections to 

the hotels. Whereas the [dance team with athletic department representation] had 

to go through someone who goes through whoever they deal with to be able to 

figure out the next steps.” 

 

Michaela (C) seemed to really value the level of autonomy provided to her team. This 

was reflected in her interview when she spoke of the potential of athletic department 

representation, “it would for sure be something that if I was still president, that I would 

think about really deeply and see… how autonomous they would still want us to be.”   

 Challenges of Student Union Representation. There were some similar 

challenges between dance teams with athletic department representation and student 

union representation, including: (1) training and practice space; (2) funding; (3) 
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transportation; and (4) student leadership. The two challenges that were unique to student 

union representation included: (5) lack of recognition; and (6) commitment. 

Training and Practice Space. Similar to teams with athletic department 

representation, dancers and coaches with student union representation struggled to 

schedule a sufficient amount of time in a proper dance studio each week. One major 

difference between teams with these different representations was that teams under the 

athletic department were provided with guaranteed studio space each week, whereas 

teams under the student union had little to no access to studio space. Gianna’s (C) team 

had six hours of studio space per week, while Chloe (D) and Abby (D) had one hour per 

week, and Daniela’s (D) team did not have any time in the studio. Abby (D) explained: 

“It’s great that they give us some space to dance but we only get one hour a 

week… Other than that, the fencers or other teams got to use our dance studio. So 

that was quite interesting, how it’s labelled dance and we only had it for one 

hour.” 

 

Breanna (D) expressed a similar concern, “it says dance studio on it and there was never 

any dancers in there, it was wrestling and fencing.”  

Some dance teams had to resort to finding areas around the school that were large 

enough to hold weekly classes, as described by Daniella (D), “we literally dance in the 

hallways because that’s the only place we have room.” In Chloe’s (D) open response 

question, she explained that a majority of her practices took place in a cafeteria, in an 

open squash court, or in a fitness studio located at an off-campus apartment complex. 

Breanna’s (D) team also resorted to dancing in a cafeteria, which was described as an 

“oddly shaped” space with tile floors and no mirrors. Because of the shape of the space, 

Breanna (D) explained that their formations were always “off” and that dancers ran into 

benches, tables, and chairs, despite pushing tables and chairs aside at the beginning of 
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each dance night. She explained that the floor was “disgusting because nobody cleans 

it.” Dancers on her team were often dancing in leftover food, salt and snow in the winter, 

and garbage that had accumulated during the day. Mya (C) expressed similar frustrations 

with her team needing to dance in common areas, “they stuck us in whatever space was 

available… we weren’t even given a broom to sweep up the floor so that there's not 

people’s garbage that they’ve been eating all day.” Nadia (C) described dancing in 

common areas as “so unsanitary and so dangerous.” Dancing in common areas also 

came with the challenges of being interrupted during practice by other students, as well as 

having to ask students to leave the space at the beginning of each dance night.  

Gianna’s (C) dance team seemed to have the most amount of studio space of the 

teams with student union representation, as they were guaranteed time every Friday-

Sunday for two hours per day. While this seemed ideal compared to other teams’ 

circumstances, they faced similar issues with regards to health, safety, and space. Gianna 

explained that her team often had practice after birthday parties in the dance studio, in 

which there was only a fifteen-minute gap between the two bookings. She explained, 

“there would be Dorito crumbs or birthday cake or icing. Or there’s bits of the turf that 

would be carried into the studio. So that space wouldn’t be clean.” Additionally, the 

studio was partially used for storage for the wrestling team’s mats and other equipment, 

which took out “a good two feet on the back wall.” 

Several dancers and coaches voiced concerns about injuries due to practicing in 

inadequate spaces. Abby (D) explained, “it’s very limiting. And especially as dancers, we 

do very hardcore jumps, kicks, like lifts. And so with that, it’s quite dangerous to be 

dancing on a concrete floor and very damaging to our bodies.” Mya (C) stressed, “it’s 
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ridiculous, it’s totally against health and safety. They don’t even sweep the facility for 

you prior to. Let’s talk about injuries.” She also articulated concerns over liability and 

insurance, “if there was an injury or anything else, whose name was on that? The 

president and vice president of the club. Like if something were to happen, I don’t have 

money to be sued.” 

Daniela (D) and Abby (D) echoed frustrations from teams with athletic 

department representation about not having access to exclusive varsity athlete training 

spaces. Despite having access to drop-in hours in other fitness and recreation spaces, 

Chloe (D) explained that they were “always full.” Michaela (C) described scheduling 

studio time as a “fight” to arrange with various organizations and contacts within the 

school: 

“Sometimes they tell us that we need to talk to [the student union] about it. But 

then [the student union] tells us to talk to the athletic people. And it’s just, you tell 

me to talk to this person, they tell me to talk to another person. So it kind of goes 

in this cycle.” 

 

Abby (D) felt that varsity athletes did not run into these issues, as she observed a first-

hand account of varsity athlete perks, “I definitely felt disrespected as a dancer and just 

seeing how my roommates were on the varsity team, they were given as much space as 

they wanted.” 

Funding. Dancers’ and coaches’ challenges with funding differed slightly 

depending on their institution. Chloe (D), Abby (D), Daniela (D), Michaela (C), and 

Gianna (C) were not provided any funding from the university, while Aaliyah (D), Mya 

(C), and Nadia (C) were given minimal funding at the beginning of each school year. 

Regardless of the funding provided to their team, all dancers and coaches with student 

union representation relied on fundraising to help support team expenses (i.e., costumes, 
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transportation, competitive entry fees), similar to dance teams with athletic department 

representation. Aaliyah (D) explained, “we try to do fundraising. We’ve done, bake sales 

is kind of our biggest fundraiser. We’ve done, at our shows, we do raffles… nothing super 

big where we get a whole bunch of funding.” One coach indicated in an open response 

question that her team relied on fundraising from sponsorships, Scentsy fundraisers, and 

ticket sales from their recital. Daniela’s (D) team relied on bake sales and Uber Eats-style 

McDonald’s fundraisers as a result of the lack of financial support from her university. 

She explained: 

“We don’t get any funding. Everything is on our own dime. We don’t have 

subsidized tuition. We don’t have scholarships. We have to do our own 

fundraising. We have to pay for all our own costumes, all of our workspace.” 

 

Gianna’s (C) team previously received two hundred dollars for every ten students 

who signed up for their club. Because of government cuts, they lost that funding: 

“Now we don’t get that at all. If you want any money, you have to fill out a full 

ten-page report with a budget, what your expenses are going to be. You have to 

have a full plan for the year to just apply for funding. But honestly, it’s so much 

work that we haven’t applied for it. We just found fundraising in other ways.” 

 

One dancer indicated in an open response question that her team also received money 

from the university based on a pre-approved budget, which did not cover all of their 

competitive fees or travel fees. She further explained, “we do some fundraising, which 

helped cover our travel/hotel fees last year, but we still had to pay for all of our 

competition fees out of pocket.” 

Mya (C) and Nadia (C) also described experiences in applying for funding 

through their student union. Nadia (C) explained, “it was even hard to just apply for 

money. Like we had to do two presentations. So it was a bit of a headache.” Similarly, 
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Mya (C) described the level of understanding of financing she was required to have when 

applying for funding: 

“It was crazy that we had to go to this level of a meeting to present the financial 

burden and present everything else that we were doing. And that [our team] had 

been around for so long and nobody had this knowledge.” 

 

Transportation. Of the five interview participants who spoke of challenges with 

transportation, four of them described instances in which they have had to carpool to 

competitions rather than taking a bus. This was largely due to the financial burden of 

taking a bus, as described by Daniela (D):  

“We are completely dependent on ourselves. We either have to pay for a school 

bus, like a yellow school bus, or we drive ourselves. And many times, it was 

driving ourselves Meanwhile, our varsity team gets a nice comfy coach bus with 

our varsity [university name] written on the side of it.” 

 

Aaliyah’s team did not have the option of taking a bus, “in terms of transportation, it’s 

just like whoever has a car and we just kind of all carpool together.” For Abby’s team, 

she explained that fundraising needed to be done despite their mode of transportation, 

“we don’t get funding. So we have to fund for ourself if we want a bus. Same with 

carpooling. We just have to figure it out.” 

 In Gianna’s (C) open response question, she explained that her team either 

carpooled or took public transportation directly from her university. Because her team is 

located in Thunder Bay, Ontario and competitions were typically hosted in the Greater 

Toronto Area, her team was unable to attend regular university-level competitions due to 

lack of funds. In her interview, she further explained that they competed in small, local 

competitions instead. 

Student Leadership. Gianna (C) described similar challenges with student 

leadership as the participants on teams with athletic department representation. She 
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explained, “sometimes there’s a lack of respect towards the captains. And people are 

easily like, they try to take advantage of us and make excuses for not coming or things 

like that.” She attributed this issue to the fact that her team is solely run by students, “so 

we don’t have support… We don’t have anybody who works for our university on our 

team. It’s all us figuring it out for ourselves.” 

Mya (C) addressed an interesting issue that the student union is also run by 

students. She asked, “where’s the authority? Like oh, because another student says that 

that’s okay? Half the time the students on the [dance] team are even older than the 

[student] union reps.” In Mya’s (C) case, she was fortunate enough to personally know 

the president of the student union at the time. She felt that the reason her team was able to 

achieve certain things and gain certain privileges was a direct result of this relationship, 

while other clubs “maybe don’t get the same privileges,” which led to “an issue of 

equity.” 

Lack of Recognition. Despite being affiliated with the university, three dancers 

and one coach described instances in which they did not feel recognized by their student 

union or by the larger university as a result of their student union representation. Nadia 

(C) stated, “I couldn’t say they did anything amazing for us other than promote us… But 

then again, they had to do that for every club.” When her team was successful at 

competitions, she explained that they would sometimes “get a shoutout on the [student 

union’s] Instagram. But it was nothing.” Abby (D) felt her team was not as important to 

the larger university as a result of their representation, “[the university] doesn’t highlight 

our club. It’s only through the student union. So it’s not as big of a deal for our club to be 

seen.” Breanna (D) felt that even within the student union itself, her team was also not 
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viewed as important, “they have so many clubs under them. So many clubs that I don’t 

even think we were a club on the radar. We were just doing our own thing.” Michaela 

(C) felt similarly in that she described her team as being able to “fly under the radar” and 

“just do [their] own thing.” 

Commitment. Mya (C) and Nadia (C) described issues with commitment due to 

their student union representation, as they were not permitted to enforce rules 

surrounding attendance and commitment. Mya (C) explained an instance in which one of 

her dancers did not show up to competition because of work. She stated, “I couldn’t kick 

her off the team because it’s a student run club. There was no level of commitment… 

she’s letting her team down, that’s all there is to it.” She further questioned, “how can I 

get full commitment if there’s no clause or standard or anything that these dancers have 

to uphold themselves to?” Nadia (C) described this same challenge in the context of 

weekly practices, “if people didn’t actually want to show up, there was no way that they 

could get in trouble for it.” She explained that dancers could miss as many classes as 

they wanted to, despite any club rules. The challenge with this centered around the 

delivery of consequences, “to actually kick them out of the club, we’d have to go through 

this whole process that like just never happens. We were basically told, that’s not going 

to fly, you're going to have to keep people on the team.” Nadia (C) found this to be 

especially frustrating because “there needed to be consequences for that because of all 

the months of work that we put in for our three weekends we get on stage.” 

Other or No Representation 

 Across interview participants, three dancers and one coach were on dance teams 

that were not represented by their athletic department or student union. Three dance 
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teams’ experiences were captured in this final representation. Two dance teams were not 

affiliated with the school whatsoever, as they were solely student run. One dance team 

was represented by an organization called U Life, which allowed them to use the 

university name in their branding and promotional material. 

Benefits of Other or No Representation. Two interview participants described 

some general benefits of having little to no representation by the school. Averie’s (D) 

dance team had U Life representation by her university which allowed them to have some 

access to facilities and resources. She explained, “just being at least given access to some 

sort of space and like mats and stuff, because not all sports are recognized at our 

university… being a small campus.” Her dance team was also provided with 

opportunities to perform at homecoming games, which allowed her to feel as though her 

team was recognized within the university. It is important to note that Averie’s (D) dance 

team was run out of a smaller campus from the larger institution, which may have led to 

increased opportunities for her dance team as there were fewer teams and fewer athletes 

to distribute resources to. Although Georgia (C) was on a team with athletic department 

representation, she was able to recognize some benefits to not having any representation 

or affiliation with the school, “they kind of just rent their own things. And it’s kind of 

done on their own terms. I think it would be a little bit easier.” 

 Challenges of Other or No Representation. Consistent with the above two 

forms of representation, dancers and coaches will other/no representation also 

experienced difficulties with (1) training and practice space; (2) funding; and (3) 

transportation. Participants also identified one additional challenge: (4) disconnection 

from the university. 
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Training and Practice Space. Dancers and coaches in this group also had a range 

of guaranteed studio space each week. Karlie’s (C) team and Averie’s (D) team were 

provided about five hours per week in the studio, while Destiny’s (D) team resorted to 

dancing in open public spaces such as libraries and lobbies of academic buildings. 

Destiny (D) felt that the experience of dancing in public spaces was “devaluing” and 

“awkward,” as they would have people watching their practices and walking through 

them. She explained, “it just kind of felt like we weren’t as represented or valued as a 

team when you compare it to other varsity teams that have… their own space, their own 

privacy. You know, they get that kind of godlike treatment.” She also felt that this 

experience caused her to feel as though she was participating in dance as a hobby rather 

than as part of a competitive team.  

In Karlie’s (D) experience, she explained that their five hours of guaranteed studio 

time was not enough to rehearse all of their competitive numbers. As a result, they would 

attend studio drop-in hours in hopes of the studio not being occupied. Although her team 

had access to the studio, their access to the sound system in the studio was taken away 

suddenly. She explained, “one day we came into the studio and the system was locked 

and we asked them to unlock it for us. They're like, no, you don’t have permission to use 

the sound system. That’s your problem.” Following this experience, her team began 

bringing a portable speaker into practices 

Funding. Of the three interview participants who spoke about challenges with 

funding, none of them had financial support from their university, as expressed by Karlie 

(C), “I feel like a lot of the teams are facing the same struggles as us.” Karlie (C) 

explained, “we have to coordinate a lot on our own and it’s all coming out of own 
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pockets. And we’re students. We don’t have that much money to begin with.” She also 

explained that her team had previously tried to “appeal to the athletics department and 

ask them if there’s any way [they] could try to get varsity status” because they were 

aware of dance teams at other universities with representation from the athletic 

department, which provided them with access to funding. When “appealing” to the 

athletic department, she described her team’s experiences, “every year they say, ‘no, 

dance isn’t considered a varsity sport’ through whatever league they're a part of. ‘So we 

have no choice, we can't offer any kind of funding of any kind for that.’” She found this 

to be especially “irritating” because she felt that her team “put in a lot more hours and a 

lot more work than some of the varsity teams” at her school. 

Averie (D) felt that student union representation would be a step up from their 

current status with U Life, as “there’d definitely be more opportunities for funding.” 

Similar to dance teams with athletic department and student union representation, 

participants with other/no representation from the school also relied on fundraising. 

However, Averie (D) and Karlie (C) explained that their fundraising efforts were not 

usually successful, “we have tried to do fundraising in the past, but nobody at school 

really knows who we are. So it hasn’t been very successful. Everything’s out of pocket.” 

Averie (D) explained that fundraising on her team wasn’t “huge every year,” resulting in 

them having to create a small budget for costumes and cut down expenses in other areas.  

In an open response question, one coach indicated her team’s fundraising efforts 

included bottle drives, hosting fundraising events, and ticket sales for recitals. Despite 

fundraising efforts, she explained that dancers were still responsible for paying for entry 

fees and any other remaining fees that were not covered by fundraising.  
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Transportation. Averie (D), Destiny (D), and Karlie (C) each explained that they 

were not given access to buses and were not able to afford buses as a form of 

transportation to competition. Instead, they relied on carpooling and public transportation. 

This differed from dance teams with athletic department representation who were 

generally required to travel on a bus, and dance teams with student union representation 

who had the option of taking a bus. Karlie (C) felt that this was especially apparent when 

arriving to competitions: 

“We see buses pulling up in the morning… and we get out of like this clown car 

type situation with six different girls getting out of a car. And we’re all huddled 

up and we see the bus and we’re like, oh, must be nice.” 

 

She referred to these kinds of experiences as “a big divide,” “it’s just so sad to see home 

some teams are getting the gold standard and then other teams have to be fully self-

funded, figure out ways to get to comp.” Averie (D) spoke to this lack of support from the 

university, “there is, again, no support. We will hope that there's enough people that 

have access to a car and a licence to be able to carpool and get everybody there.” She 

explained that they occasionally had to take public transportation or ask dancers’ parents 

to help them travel to competitions, which was “a little bit stressful to figure out.” This 

was especially difficult to arrange on Fridays, as some dancers had academic classes that 

needed to be accommodated for when arranging carpools. Destiny’s (D) team had to 

travel individually depending on their proximity, which did not allow for them to arrive 

to competition together as a team.  

Disconnection from the University. In their interviews, two dancers and one 

coach emphasized their feelings of disconnect from the university, bringing about a new 

theme unique to dance teams with other/no representation. Participants associated this 
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disconnect to lack of recognition and representation from the university. Destiny (D) 

expressed: 

“If you were to ask [our university] if they know about [our team], they would 

most likely say no, which is sad because we carry their name and we’ve won 

competitions in their name. But yeah, we’re pretty much not recognized.” 

 

She further described this experience as “disheartening” and “disappointing,” as she 

stated, “you don’t want to beg schools to have you represent them.” Along with this lack 

of representation, Karlie (C) and Destiny (D) described challenges they had faced with 

using the university’s athletic logo on their apparel. Karlie (C) said: 

“We actually got into a bit of trouble this year because we tried to use a logo that 

was from the school’s athletic department and they… told us we had to remove it 

immediately. We had to remove any association with it.” 

 

Destiny’s (D) team also used their university’s varsity logo on team apparel. This was 

described as very meaningful for them to feel connected to the university, “if the 

university wasn’t going to represent us, we wanted to put it on ourselves.” 

Destiny (D) felt strongly about the benefits that could be provided to her team if 

they had some form of representation: 

“Representation in general, I think that would be good for us… I think just kind of 

having this feel of comfort, of knowing that you have your university backing you 

up and knowing that if you run into challenges, that they will be there for you.” 

 

She felt that representation would help her team’s leaders to feel supported with regards 

to finances, renting out space, and mentorship. She elaborated on her importance of 

gaining representation in stating, “I think that’s the main thing, because I just felt like we 

were alone.” When speaking of the lack of support her team received from the university, 

she explained, “I think nothing hurt me more than not getting support from your 

university. I think that was the biggest downside of it all.” 
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Karlie (C) described an interesting stipulation impacting the ways in which her 

team could be represented: 

“We aren’t fully recognized by the student union… we fall into a weird gray area 

because we’re an exclusive team. But to be recognized by the student union, you 

can't be exclusive. You have to be able to accept everybody. But obviously with a 

competitive dance team, you have to audition people. You can't let everybody on 

the team. But so that falls into more of like sports team category. But the sports 

people also don’t want to recognize us because the league they're part of doesn’t 

recognize that this is a sport.” 

 

In this circumstance, Karlie’s team was viewed as too athletic to be represented by the 

student union, but not athletic enough for athletic department representation. Averie (D) 

felt similarly towards her team’s lack of representation: 

“It’s kind of hard to find a spot where we fit without having the athletic 

department of the university recognizing us, but then trying to find other avenues 

to recognize us makes it hard for the whole university to kind of know we exist.” 

 

Theme 6: Challenges with Student-Athlete Recognition 

 Although participants on teams with athletic department representation indicated 

they were granted student-athlete status, dialogue surrounding dancers’ recognition as 

student-athletes emerged throughout participants’ interviews, regardless of their form of 

representation. Dancers and coaches primarily spoke about recognition as student-

athletes, while one athletic department participant touched on it. Three sub-themes 

emerged within this theme: (1) difficulty gaining recognition; (2) quasi-athlete 

experiences; and (3) context dependent recognition.  

Difficulty Gaining Recognition 

 Gaining athletic department representation seemed to be one challenge in itself, 

while actually receiving recognition as student-athletes was an additional barrier for 

university-level dancers. Shawn (ADS) contextualized his understanding of the term 
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student-athlete in stating, “I’m defining student-athlete in my frame of reference, which is 

someone who’s a member of our varsity or athletics department, as opposed to a student 

who is also an athlete.” This contextualized understanding of the term “student-athlete” 

seemed to be understood by other participants when describing student-athlete 

experiences. 

Dancers and coaches frequently discussed the ways in which dancers struggled to 

gain recognition as legitimate student-athletes at their university. Georgia (C) stated, 

“there’s still improvements that need to be made in terms of the school recognizing 

dancers and dance teams that’s more equal to other sports.” This was a challenge for 

dancers on teams with and without athletic department representation. Erika (D) 

described an instance in which she received a top three placement for her solo at a 

university-level dance competition. Although the athletic department was made aware of 

this accomplishment, she explained that they did not acknowledge it. She felt as though 

she was “not valued for what [she was] worth” because of this lack of recognition, 

especially when comparing the ways in which the athletic department showcased other 

teams. She explained, “teams that had a competition that weekend, like the swimming 

team, they were acknowledged for qualifying. So like it had gotten the top ten results and 

were acknowledged but I got a top three and was not.” Destiny (D) also spoke of an 

instance in which her university did not acknowledge her dance team’s successes and felt 

as though “it adds on to the stigma of dance not being considered a real sport or being 

valued enough when it deserves everything.” 
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In addition to not being recognized for their achievements, Destiny (D) felt that 

student-athlete recognition was important when taking into account all of training and 

hard work that went into preparing for performances and competitions: 

“The fact that it takes a lot of training, it takes a lot of effort, you know, to do 

these things.  And so to have deserved recognition, I think is something that 

needs to be brought to attention. And I think, you know, to many people, for all of 

us, dancing during university is a very challenging thing that we have taken on. 

And to have it be acknowledged and have it be appreciated, I think is something 

that we deserve because we’re taking on all of  this extra time, extra effort.” 

 

Without recognition for their work, she explained, “I think a lot of our effort and time is 

being undermined when we don’t get the recognition.” Mya (C) and Abby (D) also spoke 

to lack of recognition. Abby (D) stated “I feel like we as dancers put in the same amount 

of effort as other sports and other athletes, but we don’t really get the same credit for it.” 

Mya (C) expressed: 

“Dancers put in a lot of time, energy, and work into their sport, if you will. And I 

think that they are so deserving of the recognition, you know, if it’s comparable to 

gymnastics and cheer, which, we do stunts, we do lifts, we do tumbling in acro.” 

 

Quasi-Athlete Experiences 

In gaining athletic department representation, there was an evident perception that 

it would automatically characterize dancers as student-athletes. However, student-athletes 

with this status described a quasi-athlete experience in which they were given labelled as 

student-athletes but did not feel as though they were treated as such. Stefan (ADS) 

acknowledged that there were various benefits pertaining to recognition and visibility in 

being represented by the athletic department, but felt that benefits were not distributed 

equally, “I would love to say that it’s about recognition and visibility and so on, but 

really, we’re not doing that well.”  
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As a coach and dancer on a competitive team with athletic department 

representation, Leah (C) described this challenge, “I would classify myself as a student-

athlete, but I'm not sure other people would. And I don’t really know what the university 

policy says either. I'm not sure if the university technically classifies us as student-

athletes.” Julianna (C) responded similarly when being asked if dancers were considered 

student-athletes at her university, “technically yes, but that’s like very on paper. I would 

say if were talking from someone from [the athletic department] in person or to any other 

teams, we could barely count. We’re there, but not really there.” Breanna (D) stated, “we 

were considered athletic, but also not considered athletic.” Breanna (D) felt as though 

her team was only considered student-athletes to the extent of being provided backpacks 

and some studio space. Aside from those perks, she stated, “I wouldn’t really consider us 

to be student-athletes in their eyes beyond that.” 

Claudia (D) provided an example in which she felt that she and her team were not 

treated like student-athletes by the athletic department when performing at halftime for 

the men’s basketball team. Upon arriving to the game, she noticed varsity athletes being 

“escorted” to their designated areas while the organizers of the event were not aware of 

her team attending the game. Following their halftime performance, her team sat in a 

section reserved for athletes but were quickly asked to leave because of the potential of 

the women’s soccer team attending and needing those seats. She explained:  

“The [athletic department] people were being so rude and just like basically told 

us we have to leave because the women’s soccer team might be coming. And they 

didn’t even end up showing up. We got kicked out and it was just brutal.” 

 

She described this experience as, “very degrading because [her team was] there 

supporting [their] school.” 
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Context Dependent Recognition 

 Dancers and coaches described contexts in which they felt that they were and 

were not recognized, respected, and treated like student-athletes. Ella (D), Abby (D), and 

Emma (D) explained that they felt recognized within their own dance team, at university-

level dance competitions, and within the larger dance community as a whole. Ella (D) 

said: 

“The people who know what we do and see us practicing or have experience with 

what we do, definitely recognize us as athletes… I think it’s when you're talking to 

the people within the immediate circle of the team that you recognize more.” 

 

Similarly, Emma (D) explained: 

 

“When we’re in the dance environment together, we treat each other as athletes… 

I would say it’s a rare occurrence to feel that outside of the dance studio. And it’s 

really no one’s fault, I think, that we’re not treated like athletes. It’s a lack of 

education.” 

 

Erika (D) felt that her classmates and other athletes recognized her as a student-athlete,  

 

while her professors were not as understanding. She explained: 

 

“The athletes are super supportive of it. Students are like, wow that’s awesome. 

And then you go to teaching staff and professors. Sometimes you’ll hand them 

notes saying, oh I’m going to have to miss my exam because I’m going to be at 

competition. And I've heard of them just rejecting them and saying that’s not a 

valid answer. Where like a hockey player will hand it in and they're like, oh yeah 

that’s fine.” 

 

Several other participants noted challenges with instructors and professors when needing 

extensions for assignments or having to miss an exam because of a competition. This was 

often spoken about in reference to the leniency provided to student-athletes on teams with 

recognized varsity status. 

 Gianna (C) and Karlie (C) felt as though they were recognized as student-athletes 

when performing at halftime performances for athletic events. In Gianna’s (C) 
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experience, her team was approached by the head of the athletic department following 

their performance, “he thanked us. He said that he was really impressed. He didn’t 

realize that we work as hard as we did. And we were offered to be recognized as a club 

team.” However, Emma (D) felt differently when performing at athletic events. She 

described this as “an oversexualized experience” in which she heard comments being 

made about herself and other young girls on the team by audience members. She 

explained, “it was clear that the atmosphere at basketball games, I went from feeling like 

a student-athlete to feeling like a student who was just there to perform.” She felt that she 

did not feel like she was treated or recognized as a student-athlete: 

“I think that my definition of a student-athlete is people respecting you for 

participating in being an athlete while also being a student… the atmosphere at 

basketball games and just hearing those comments, I was like, I don’t feel like a 

student-athlete at all.” 

 

Discussion 

The analysis of the data produced from the surveys, interviews, and interview 

field notes provided insight into how various stakeholders understood and experienced 

dance within a postsecondary context. The research questions addressed in this study 

focused on how individuals in postsecondary conceptualize dance, whether their 

perceptions of dance differ as a result of contextual factors, previous exposure to dance, 

and key individual differences, and whether these perceptions occur as a result of their 

role in the dance community (i.e., dancer, coach, athletic department staff).  In the 

sections below, the original three research questions will be addressed while identifying 

the key findings around the sport-as-art debate, defining dance and sport, gender in sport 

contexts, and Canadian student-athletes.   

How Did Participants Conceptualize Dance in Postsecondary Contexts?  
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 All dancers, coaches, and athletic department staff, with the exception of two 

athletic department staff, indicated they conceptualized dance as both an art and a sport. 

Participants’ responses centered around the ways in which dancers convey the emotional 

and creative aspects of art while simultaneously displaying high levels of physical 

athleticism (i.e., strength, stamina). This supports previous research describing the artistic 

and athletic qualities that are required of dancers when training and performing 

(Davenport, 2017; Ingram, 1979; Guarino, 2015; Shannon, 2016). It is interesting to note 

that participants often justified the athletic elements of dance in detail, while briefly 

describing its artistic qualities. This suggested that art was the default perception of 

dance, whereas perceptions of dance as a sport needed more support and justification. 

This is similar to the trend in dictionary definitions of sport and art reviewed in chapter 

two, which tended to refer to dance as a form of art that serves to communicate and 

express. These definitions failed to take into account the sport-like qualities central to 

competitive dance that have been identified in research (Guarino, 2015; Markula, 2018; 

Shannon, 2016). This concept was reflected in participants’ justifications of dance as both 

an art and a sport, particularly dancers’ and coaches’ justifications. 

 Participants tended to speak of “artistic sports,” “performative sports,” “judged 

sports,” and “artistic-athletic sports” with reference to dance and other aesthetic sports 

such as gymnastics, figure skating, and swimming. Michaela (C) spoke specifically to the 

central difference Best (1974; 1985) used to categorize aesthetic versus purposive sports. 

In comparing the presentation of soccer players and “other athletes” to dancers, Michaela 

(C) argued that soccer players do not need to consider how they look when playing a 

game, as long as they are achieving the goal of their sport. She explained that the 
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opposite is true to dancers, as there is an additional concern for the ways in which they 

execute movements while achieving their task. This aligns directly with Best’s (1974; 

1985) argument that the purpose of the sport in aesthetic sports cannot be achieved 

without considering the manner of achieving it, indicating that this aspect of the debate is 

still relevant in current competitive dance contexts.  

Although Best (1974; 1985) argued that the aesthetic is “logically inseparable” 

from the aim of aesthetic sports, he failed to take into account how the aesthetic may 

impact scoring from judges. Participants in the current study discussed the inherent issue 

of subjectivity in judging competitive dance and other aesthetic sports. On one hand, 

Stefan (ADS) and Robert (ADS) emphasized the importance of sport regulation in terms 

of criteria, rules, and an objective scoring system to ensure athletes are judged equitably. 

Breanna (D) also felt that applying specific scoring criteria could potentially be of benefit 

to dance by lessening subjectivity. However, Breanna (D), Averie (D), and Vanessa 

(ADS) discussed the regulated scoring systems that were required of sports at the 

university level and cautioned that these sport-like criteria may take away from the 

expressive, aesthetic, and artistic aspects of dance. Nadia (C) described her experiences 

with different sets of judges scoring the same dance routine differently based on their 

personal preferences for choreography and performance. In connecting this issue to other 

aesthetic sports, Emma (D) felt that gymnastics was also subject to biases from judges, as 

it cannot be judged by timing, goals, or other objective measures that are prevalent in 

purposive sports.  

In the examples above, participants in each group made a clear distinction in 

terms of aesthetic sports being judged subjectively and purposive sports being judged 
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objectively. Guarino (2015) and Ingram (1978) also recognized differences in judging 

and scoring within the realms of dance and sport. Similarly, they noted that dance does 

not necessarily have a clear winner or loser, as scoring is based on the opinions of the 

judges, while sports do have a clear winner and loser based on a regulated point system. 

In applying sport-like judging criteria to competitive dance, participants cautioned that 

dance could become very prescriptive with a certain number of technical aspects (i.e., 

kicks, turns, lifts) required in each routine. As such, participants pointed to an evident 

tension in integrating athletic aspects with creative and expressive aspects in dance and 

other aesthetic sports.  

When speaking of the potential sportification of university-level competitive 

dance, most participants did not address the importance and history behind dance as a 

traditional form of art and the aesthetic experience of competitive dance in detail. Patrick 

(ADS) was an exception to this, as he demonstrated resistance to classifying dance as a 

sport. He spoke of dance as “an expressive form of physical movement” and highlighted 

this artistry as the primary motivation for individuals to get involved in dance. Similarly, 

Robert (ADS) emphasized the artistic qualities that are central to dance but seemed to 

speak of this in a recreational context while referring to competitive dance as an “athletic 

pursuit.” Nevertheless, most participants failed to acknowledge the aesthetic experience 

within competitive dance contexts. Boxill (1984) argued that the concern for efficiency 

and victory in competitive sport is not overshadowed by the concern for beauty and a 

demonstration of the human experience in art. He further stated that these aesthetic 

qualities account for “pleasure and meaning” in both participants and spectators of sport 

(p. 37). This overall lack of recognition and emphasis of the artistic and aesthetic 
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qualities of competitive dance may be partially attributed to the styles that competitive 

dance teams compete in at the university level. When speaking of dance as creative, 

expressive, and artistic, some participants referred to contemporary, lyrical, and ballet. 

However, there was no mention of jazz, hip-hop, tap, acro, or open as being artistic. 

Although university-level dancers compete in a variety of the styles listed above, some 

styles seemed to be associated more so with art and expression, while others seemed to be 

associated with sport and athleticism. 

While participants in the current study were able to conceptualize dance as both 

an art and a sport at the university level, previous research within the sport-as-art debate 

tended to speak of dance and sport as binary and did not consider dance to occupy the 

spaces between art and sport. These binary views of art or sport were carried throughout 

the debate by Best (1974; 1985; 1995) and other significant sport philosophers (Arnold, 

1990; Boxill, 1984; Cordner, 1988; 1995; Kupfer, 1984; 1995; Roberts, 1995; Welsch, 

2005; Wertz, 1988; Wright, 2003). As the debate was closing out, sport philosophers 

came to one of two conclusions: sport is art or sport is not art (Elcombe, 2012). Two 

athletic department staff members, Stefan and Shawn, pointed to the challenge in this 

binary view of dance as either art or sport. They introduced the concept of dancers on a 

spectrum in which dancers can vary in their levels of artistry and athleticism. As evident 

in dictionary definitions of dance, dancers are primarily viewed on the artistic side of the 

artist-athlete spectrum. Stefan (ADS) felt that the ways in which dancers “fit” on this 

spectrum would classify them as either a “competitive team” or an “artistic team.” In 

referring to dance as a “competitive team,” he associated this with high performance 

athletes, while dance as an “artistic team” aligned more so with recreational athletes. 
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Dancers and coaches seemed to generally be pushing for recognition as a “competitive 

team.” Although their ultimate goal seemed to be towards gaining varsity recognition in 

the athletic department, several dancers and coaches recognized the institutional and 

systemic barriers preventing their teams from doing so. 

Within discussions surrounding gaining varsity recognition, dancers and coaches 

also pointed to various benefits and challenges surrounding the potential “sportification” 

of university-level dance. Averie (D) and Breanna (D) felt that “sportifying” dance within 

their institutions would lead to more recognition, support, and social value, as they 

believed sport to be “looked at better in society.” They felt that this societal view of sport 

would also be reflected within their university and could be of benefit to their teams. This 

contrasted from the literature within the sport-as-art debate suggesting that the social 

value of sport is less than that of art (Best 1974; 1985). Best (1995) argued that sport 

philosophers, such as Boxill and Wertz, were attempting to classify sport as art to raise its 

cultural status within society, as art was seen to be affiliated with intellectuals and the 

upper class, whereas sport was associated with children and a less cultured community 

(Elcombe, 2012). Although sport remained a popular domain, it was viewed as second-

class in comparison to art (Elcombe, 2012). In the current study, participants explained 

the opposite to be true in postsecondary contexts. For dancers and coaches specifically, a 

majority of participants viewed sports with official athletic department recognition as 

having significantly higher status. Participants generally felt that dance gaining sport 

recognition, at the very least, would elevate their status within the larger university and 

provide them with recognition as legitimate athletes with athletic abilities.  

Are Dancers Recognized as Student-Athletes?  
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Participants’ roles (i.e., dancer, coach, athletic department staff) and dance team 

representation contributed largely to their understandings of dancers as student-athletes. 

Dancers and coaches tended to exhibit more convergences in their understandings of 

student-athletes whereas athletic department staffs’ conceptions were more divergent 

from the other two groups of participants, as their understandings were solely within the 

context of athletic department representation.  

Dancers and coaches on teams with athletic department representation seemed to 

have the strongest views and understandings of competitive dance as a sport and of 

dancers as athletes. In being represented by the athletic department, dancers were able to 

officially identify as student-athletes within their institution. Dancers spoke student-

athlete status with a sense of pride, honour, and belonging supporting previous research 

identifying student-athlete status as a “badge of honour” (Gomez et al., 2018; Staurowsky 

& Sack, 2005). As dancers were not granted varsity status, they were not permitted to 

take a part-time course load or receive any additional academic accommodations. Jolly 

(2008) reported that a majority of student-athletes take full course loads to maintain their 

athletic eligibility while also practicing at least 2-4 hours per day. In the current study, 

dancers maintained full course loads with their practice times varying according to the 

number of routines they were in, the hours of studio space allocated to their team, and 

any other additional commitments (i.e., rehearsals for basketball games, stretch and 

conditioning classes, preparing choreography, etc.).  

Dancers and coaches with and without athletic department representation also 

spoke of symbols of status which allowed dancers to feel as though they belonged to a 

community of student-athletes. They frequently spoke of athletic-branded backpacks and 
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apparel as a social benefit to being a student-athlete, ultimately setting them apart from 

the general student population. The wearing of backpacks and apparel was associated 

with pride and acceptance into the student-athlete community, as this was an area in 

which student-athletes across all sports were recognizable and accepted. This seemed to 

be a rite of passage for student-athletes and supports previous research describing the 

social benefits of participating in sport at the university level, such as social integration 

and establishing camaraderie (Despres et al., 2018; Loy et al., 1978; Sylwester & 

Witosky, 2004).  

Previous research on student-athletes has not specifically examined dancer 

experiences. Dancers and coaches in this study who were affiliated with dance teams 

represented by athletic departments identified several challenges associated with 

recognizing dancers as athletes. Specifically, they spoke about the need for additional 

support, resources, and an increased level of recognition they believed were necessary for 

them to succeed as university-level athletes. Those with student union representation or 

without representation spoke about stigma and lack of recognition. Destiny (D) 

commented on a stigma she felt at her university in which she believed dance was not 

valued or considered a “real” sport. Heidi (C) and Karlie (C) described additional barriers 

to recognition, as their teams were not run out of the main university campus and the 

university community had little or no knowledge of their teams. Overall, when comparing 

themselves to other sports teams, dancers reported a “less than” mentality when speaking 

of social media promotion, celebrating successes at competition, acknowledgement of 

hard work and dedication, and allocation of resources. Dancers felt recognized as athletes 
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within their own teams and within the larger dance community but felt the opposite to be 

true in the university context. 

How Were Competitive Dance Teams Supported and Resourced? 

Across all three types of representations, dancers and coaches emphasized the 

importance of adequate time and space to practice, funding, and transportation. Each 

individual team had varying levels of support in these three areas as a result of 

representation, status within the institution, campus size, and student leadership. While 

two participants (a coach and a dancer) spoke positively about space allocation, only 

Aaliyah (D) was completely satisfied with the training and practice space provided to her 

team. Most participants who were dancers or coaches voiced concerns about the weekly 

hours provided to them in studio. They cited challenges in training their bodies and 

maintaining technical skills, as in-studio time was used primarily to learn choreography 

and prepare routines for competition. It was often difficult to fit in all the dance routines 

in the allotted time. Ideally, dancers and coaches expressed wanting one hour of practice 

time per routine each week. Due to limited time in the studio, many teams practiced off 

campus, practiced in large public spaces around the university, practiced routines every 

other week, or limited the number of routines they entered into competition. These factors 

contributed to dancers’ and coaches’ perceptions of dancers as “less than” student-

athletes. 

 Dancers and coaches with all three types of representation described difficulties in 

securing sufficient funding to support themselves during their competitive season to pay 

for transportation, costumes, entry fees, and uniforms. Some teams received no funding 

or fundraising opportunities from the school. These were typically participants on teams 
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with student union representation or other/no representation. On the other hand, a few 

teams received grant-like funding towards the beginning of the year to distribute among 

the team. Participants described this funding as minimal and explained it was typically 

put towards transportation costs to benefit the team as a whole. Dancers on teams with 

athletic department representation had access to athlete-exclusive fundraising platforms. 

However, they were restricted in ways they could fundraise outside of these platforms, as 

they were required to uphold student-athlete expectations and guidelines laid out by the 

athletic department. They often felt that while they had student-athlete status, they did not 

reap all the benefits of that status but certainly experienced all of the constraints. Dancers 

on teams without athletic department representation fundraised through bar nights, 

restaurants, bake sales, and by selling productions through small businesses, as they had 

little to no restrictions placed on the ways they were able to fundraise. Coaches working 

directly with their athletic department or student union representatives felt as though their 

representatives did not understand the costs associated with competitive dance and why 

fundraising was essential. Despite fundraising efforts across representation statuses, all 

dancers and coaches reported having to pay out of pocket for a majority of their 

competitive fees. 

 Transportation was another area of difficulty identified by dancers and coaches. 

The majority of teams represented by the athletic department or student union relied on 

school buses for transportation to and from competitions. This mode of transportation 

was preferred by their representatives for safety and liability purposes, while dancers 

favoured it because they could arrive at competitions together as a team. However, 

coaches saw buses as expensive and challenging to arrange, especially for teams who 
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were travelling from outside of the Greater Toronto Area to attend competitions. As a 

result, dancers and coaches typically relied on carpooling augmented by parental support 

and public transportation to get to competitions. For dancers with other/no representation, 

carpooling was often their best option, as buses were not offered to them or were difficult 

to arrange with no financial support from the school. Dancers with athletic department 

representation found this to be especially frustrating, as varsity level athletes had access 

to a university-branded coach bus. They felt that this served as a reminder of their “less 

than” place in the sport hierarchy and contributed to the lack of recognition of dance as a 

legitimate sport. 

In participants’ discussions about training and practice space, funding, and 

transportation, there was an evident disconnect between what dancers and coaches 

expected and what was feasible to provide to them by the athletic department, student 

union, and/or university at large. Overall, dance as a sport and the way it functions was 

not well understood by individuals outside of competitive dance teams. Dancers and 

coaches felt as though their supports should be comparable to that of other teams within 

the athletic department. For dancers and coaches on teams without athletic department 

representation, they generally believed gaining that representation would help to resolve 

issues with space, funding, and transportation. While there were some notable benefits in 

these areas for dancers with this representation, they continued to face similar challenges 

as dancers with other types of representation.  

How Did Athletic Department Staff Understand Dancers and Dance Teams? 

As discussed above, dancers’ and coaches’ perceptions of dance as a sport were a 

direct reflection of their experiences at the postsecondary level. In contrast, athletic 
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department staff tended to conceptualize dance within their understandings of traditional 

sport models and structures in their institution. The most prominent sport structure 

impacting perceptions of competitive dancers was the tiering system described by Stefan 

(ADS). The ways in which sports were placed within this tiering system differed across 

institutions. However, a commonality across these systems was that a team’s level of 

support was determined by the tier they were placed in. The three tiers described by 

Stefan (ADS) aligned directly with the OUA Sport Model (n.d-a) with sports such as 

hockey and basketball fitting within the top tier, rowing and volleyball within the second 

tier, and figure skating and golf in the third tier. Within the slight variations of this tiering 

system across institutions, competitive dance still did not have a place within official U 

Sports or OUA sport systems. Patrick (ADS) explained that trying to fit dance within 

these systems opened problems pertaining to funding, shared resources, and institutional 

acceptance, which was described extensively by dancers and coaches when they 

discussed “less than” student-athlete status. In speaking of the potential inclusion of 

dance within U Sports and the OUA, two athletic department staff demonstrated 

noticeable resistance. In an open response question, one participant emphasized the need 

for dance teams to look deeply into structure and purpose of Canadian sport organizations 

to understand how affiliation will help to enhance dance as a sport, rather than staying 

within its current categorization. This participant recognized that universities may benefit 

from competitive dance as a sport but needed to determine how dance itself may benefit 

from being a part of these sport organizations. Another point of resistance occurred when 

Patrick (ADS) cautioned that the addition of dance as a sport in his athletic department 

would put pressure on other sports within the sport hierarchy, as there were limited 
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resources to allocate across all sports. He was particularly concerned with the impact this 

would have on the team he coached, as they were not a top tier varsity sport. Overall, 

athletic department staff in this study demonstrated tension and difficulty in 

conceptualizing dance within the sport models of their own athletic departments, the 

OUA, and U Sports, as dance has not traditionally been categorized as a sport in 

postsecondary contexts. These tensions among the athletic department staff revealed 

contributing factors to dancers and coaches perceiving the student-athlete status of 

dancers as “less than.” 

Some athletic departments in this study created space for dance as a club team, 

club sport, or competitive club. Although this opened doors for dancers to begin taking 

part in athletic contexts, individuals’ perceptions of what they considered to be 

“traditional” or “mainstream” sports were evident in the interviews. As discussed in the 

current literature, “traditional” sports have been shaped by historical ideals and beliefs 

about gender (Gregg & Gregg, 2017). Sport has remained predominately a site for men, 

while dance is largely considered to be a place for women (Clopton, 2012; Gregg & 

Gregg, 2017; Krane, 2011; McSharry, 2017; Mean & Kassing, 2008; Messner, 1988; 

Shannon, 2016; Svender et al., 2012). Stefan (ADS) was one of the only athletic 

department staff participants who recognized this as a potential barrier to dancers’ 

recognition and representation in university athletic contexts. He noted that dance tends 

to be viewed as a “girls’ sport,” which he explained was generally problematic across 

athletic departments in various institutions. He felt that athletic departments tended to 

favour a particular “brand” of athlete, which was often a male high performing athlete in 

the top tier of varsity sports. Stefan (ADS) criticized the “hyper-masculine marketing 
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approach” that universities often took to portray its ideal athlete. The literature suggests 

that these gendered practices and beliefs ultimately contribute of the perpetuation and 

reinforcement of traditional gendered ideals within university athletic contexts (Azzarito 

et al., 2006; de Haan & Knoppers, 2019; Fielding-Lloyd & Mean, 2016; Gentile et al., 

2018; Krane, 2001; Steinfeldt et al., 2011).  

Randy (ADS) and Shawn (ADS) felt differently about the ways in which gender 

influenced athletes and athletic department staff at their institutions. As a direct result of 

women’s leadership in their athletic departments, they felt as though there was greater 

equality between men’s and women’s sports. Randy and Shawn further explained that the 

culture of their athletic departments had shifted positively, particularly for athletes who 

identify as women. Furthermore, conclusions about athletic department staffs’ 

internalized sex-role standards could not be made quantitatively, as masculinity and 

femininity scores were not significant when analyzing the BSRI (Bem, 1974). Similarly, 

athletic department staffs’ beliefs about intergroup behaviours could not be analyzed 

from the SDO survey data. Since there were no significant results in the ANOVA 

analyses, I could not statistically determine their degree of preference for inequality 

among social groups (Pratto et al., 1994). However, a statistically significant difference 

was reported between the RWA scores for dancers and athletic department staff. With 

dancers having significantly higher scores, this suggests that they are more likely to 

conform to ring-wing beliefs and conventions than athletic department staff. 

Interestingly, these findings imply that dancers prefer to preserve social order and 

maintain the status quo in society. In the context of this study, this suggests that dancers 

are more likely than athletic department staff to prefer dance to stay within its 
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categorization as an art, rather than being open to its evolution into sport contexts. As 

such, dance would remain an “out-group” in the context of OUA sanctioned sports. 

Nevertheless, these results are preliminary and are used for exploratory purposes only, as 

the sample sizes were small and were not even between groups. 

It should be noted that many of the athletic department staff who participated in 

this study disclosed that they were not equipped with a sufficient understanding, 

knowledge, or background in dance, which had not previously been addressed in the 

literature. As a result, they contextualized dance broadly within their understandings of 

Canadian sport structures at the university level. This helped to provide some clarity to 

dancers’ and coaches’ frustrations with university athletic departments while also 

providing in-depth details about the inner workings of sport institutions. To reduce 

miscommunication and misunderstandings between dance teams and athletic department 

staff, Stefan (ADS) recommended competitive dance teams create a “manager’s brief” to 

outline how dance functions as a sport, how competitions work, how judges score 

routines, the timeline of the season, expenses, and so on. In his work as his competitive 

dance team’s manager, Stefan (ADS) felt that dance as a sport was very loosely defined 

and that this definition changed based on the coaches each year. Through implementing a 

manager’s brief, Stefan explained that this would help dance team managers and other 

relevant staff working with competitive dance teams to make informed decisions for the 

team when the coach was not available or able to do so. 

Overall, perceptions of dance as a sport from dancers, coaches, and athletic 

department staff proved to be dependent on a wide range of factors within the institution 

and across individual participants. A majority of participants stated they viewed dance as 
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both an art and a sport but demonstrated tension in how dancers occupied spaces as 

legitimate athletes within various institutions. While participants indicated openness to 

the idea of dance as a sport and dancers as athletes, the ways in which this was actually 

attainable at the university-level was hindered by various institutional and systemic 

barriers. 

The results of this study suggest that a major paradigm shift is necessary to 

address the historical, traditional, and sociocultural ideologies preventing competitive 

dance teams from achieving this recognition. These ideologies have not shifted to 

recognize how dance has evolved over time and have subsequently placed limitations on 

the ways in which dancers are perceived, valued, recognized, and are able to participate 

in athletic contexts. Competitive dance has shifted from being purely artistic for the 

purpose of aesthetic creation and performances to a context in which dancers are training 

as high-performance athletes in preparation for regional competitions against other 

institutions across the province. Participants in the current study have pointed to many 

instances in which university-level competitive dancers have occupied spaces as both 

artists and athletes but have struggled in progressing towards sport recognition. As such, 

a broader definition and understanding of sport is necessary to allow competitive dancers 

to participate in athletic contexts. This would not only increase opportunities for 

participation in sport, but would ultimately challenge traditional boundaries which seek to 

define what can and cannot be sport and what can and cannot be art. 

Final Reflection 

 

 I began my Master’s thesis journey back in September, 2019 when I first started 

my program. After having just completed my undergraduate thesis, I was inspired to 
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continue my research in the field of competitive dance. As I began searching through the 

literature to spark some new ideas, I came across an article entitled Dance and 

cheerleading as competitive sports: Making a case for OCR sport recognition & NCAA 

emerging sport designation (Hennefer et al., 2003). The goal of this study was to build a 

case for Office for Civil Rights and National Collegiate Athletic Association (NCAA) 

sport recognition and designation for university-level dance and cheerleading programs. 

The researchers surveyed various athletic stakeholders and dance/cheerleading coaches in 

universities across the U.S. to examine the prevalence of dance and cheerleading 

programs among NCAA schools and gain insight into perceptions about these programs 

as emerging intercollegiate sports (Hennefer et al., 2003). The results reported some 

potential support for dance and cheer competitions from eligible NCAA schools. The 

researchers also found that many participants characterized dance and cheer in ways that 

matched many of the defining elements of sport (Hennefer et al, 2003). This led me to 

consider how a similar study may play out in an Ontario university context for 

competitive dancers. I felt that the ideas in Hennefer and colleagues’ (2003) study 

incorporated concepts from my undergraduate thesis while also extending my research to 

a broader range of participants. In combining ideas from my undergraduate thesis and the 

article by Hennefer and colleagues (2003), I began conceptualizing my current project.  

 Upon reflecting on the experiences and ideas noted above, I began to write my 

thesis proposal and prepare for my proposal defence from April-July 2020. I felt very 

confident going into my thesis proposal defence, as I had immersed myself in the 

literature, prepared multiple drafts of my first three chapters, and received constructive 

feedback from my supervisors along the way. I had anticipated that my proposal defence 
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would consist of a formal presentation of my ideas, followed by questions from my 

supervisors and committee members, and potentially some minor tweaks in my 

methodology to allow me to promptly start my ethics application. My experience differed 

slightly from my initial expectations but helped to strengthen my project and challenged 

me to think in different ways.  

I had initially proposed to carry out two studies for this project. Study 1 was 

similar to the survey component in my final project, as I planned to distribute surveys to 

dancers, coaches, and athletic department staff in universities across Ontario. Study 2 

comprised of interviews that were intended to be created and analyzed from a feminist 

post-structuralist theoretical framework to consider how gendered discourses may play a 

role in perceptions of dance as a sport and/or art. I was planning to only apply feminist 

post-structuralism in Study 2, as I had been taught and had read that this theory did not 

lend itself well to quantitative analysis. After proposing these ideas, my committee 

members expressed concern that this may be too ambitious for an MA thesis and that it 

would introduce tensions and contradictions between the two study elements. As a 

compromise, we agreed on combining the survey and interview component into one study 

and utilizing researcher reflexivity as a way to reflect on myself as a researcher 

throughout the project. In doing so, I understood that this would help to make me a better 

question asker, question creator, a more sensitive analyzer, and would cause me to do 

things differently as a result of thinking more critically. My committee members left me 

with three questions to reflect on following my proposal defence: (1) How am I 

subconsciously reproducing binaries in my project? (2) How can I be more sensitive to 
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this? and (3) What is built into my questionnaire and interview guides that reproduce 

gender? 

 In my proposal defence, I was challenged on the ways in which I was reproducing 

the art/sport binary throughout my project. This allowed me to reflect on the ways in 

which I was doing this throughout the writing of my proposal, creation of my survey 

questions, and creation of my interview guides. Rather than reproducing this binary, I 

was advised to consistently think of working to break it down instead. In considering this, 

I recognized the ways in which I was unconsciously pushing participants to conceptualize 

dance as either art or sport, with sport being the most favourable outcome within the 

context of my study. In doing so, I was discounting the value of the traditional, artistic, 

and aesthetic aspects of dance because of my motivation for participants to conceptualize 

dance as a sport in the way that most participants did in Hennefer and colleagues’ (2003) 

study. In my research journal, I wrote the following reflection after considering why my 

proposed study was initially reproducing the art/sport binary: 

“Growing up as a competitive dancer, I’ve only even spoken about and learned 

about dance as a binary- as either art or sport. I can see now that I have 

internalized these binaries and even explained my proposed research in a binary 

way in my defence. I’ve only recently considered dance on an art to sport 

continuum, which played a major role in adjusting my questionnaire. I don’t want 

to discredit the history and value of dance as a performing art. However, as 

dance evolves and continues to grow into new contexts, I also want to open up the 

possibility to consider dance as a sport and dancers as athletes.” 

 

 Another big take away from my proposal defence was the importance of language 

and its influence on the ways in which I create my questionnaires and interview 

questions. Considering language in relation to the questions in my survey and interview 

guides, I recognized that I was reinforcing binaries through my questions and the ways I 

was asking them. This was particularly important in considering how to construct my 
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survey questions. For example, in the question “Do you consider dance to be an art?”, I 

chose to have participants answer this on a slider from 0 (not at all) to 10 (totally). By 

using a slider rather than having participants simply answer “yes” or “no,” I was able to 

capture the degree to which they believed dance to be an art, rather than having them 

answer this in a binary way. Another instance in which I needed to be aware of my 

language and question construction was pointed out to me by my supervisor in the 

following three slider questions in my survey: (1) How important is it to you that dancers 

are considered athletes by the general population at your university?; (2) How important 

is it to you that dancers are considered athletes by the athletic department at your 

university?; (3) How important is it to you that dancers are considered athletes by the 

general public? Following these questions, I continued to ask questions about dancers in 

athletic contexts. However, I failed to counterbalance these questions with how 

participants placed importance on dancers being considered artists by the university, 

athletic department, and general public as well. In adding three similar questions about 

dancers as artists, this also helped to further break down the art/sport binary I was 

originally reproducing in the first draft of my survey questions.  

 I went back to my semi-structured interview guides and made similar changes to 

my original questions to eliminate any art/sport binaries throughout. For example, rather 

than asking participants if they believed dancers were artists or athletes, I asked if they 

believed dancers were artists, athletes, both, or neither, and why they had this perception. 

Towards the end of my interview guides, I had initially included a section of 6 questions 

pertaining to gender and sport. My co-supervisors had advised me to weave these 

questions throughout the interview guide rather than incorporating them in their own 
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section. In doing so, I was able to capture participants speaking of gendered ideals 

throughout the interview without leading them to respond in a certain way. Additionally, 

I wanted to be mindful of the ways I was wording my questions so they were not 

valancing participants’ responses. For instance, I asked participants “Do you feel that 

gender plays a role in how dance may or may not be perceived as a sport?” In this 

question, I did not specifically ask participants about women in dance or men in dance. 

Rather, I left the question open to participants to respond in a variety of ways. I continued 

to make edits to my surveys and interview guides while being mindful of potential 

binaries throughout. 

 As a result of reflecting on my proposal defence experience in my research 

journal and making edits to my research materials, I noticed an overall shift in my 

thinking. This led to my next major point of reflection- my application to the Research 

Ethics Board (REB). Preparing my application was less time consuming than I had 

anticipated, as a majority of the writing and appendices were completed and edited 

following my proposal defence. I submitted my application at the beginning of September 

2020 and received a request for clarifications one month later. In reviewing these 

clarifications from the REB, there were two major points of reflection for me: (1) 

considering the ways in which participants were framed as vulnerable in the research 

process; (2) justification of methods.  

 The first point of reflection pertaining to the framing of participants as vulnerable 

in the research process did not come as a surprise, as my previous experiences in 

applying for REB approval required me to consider participants’ risks and benefits, 

informed consent/assent, and confidentiality and anonymity. Additionally, I had learned 
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about the importance of informing participants in-depth prior to gaining consent 

throughout various research methods courses I had taken in my undergraduate and 

Master’s degrees. Although I thought about these areas in depth while writing my ethics 

application, the REB asked for clarifications pertaining to social risks and direct benefits 

to participating in this research, personal identification, and confidentiality in both the 

survey and interview components.  

The second point of reflection was surprising to me, as I had not previously been 

asked by a research ethics board to justify why I was including specific measures or 

asking certain questions within my research project. In one instance, I was asked to 

justify the relevance of including the SDO and RWA scales while also being asked to 

inform participants that they would be asked questions pertaining to their political and 

moral beliefs. There were other minor clarifications asked by the REB in asking what the 

answers were to certain questions (although there were no “correct” answers) and 

offering suggestions to further clarify or simplify questions in the survey.  

These two points of reflection were particularly interesting to me as they tied into 

research I had been exposed to during my Master’s training. Specifically, I saw 

connections between these points of reflection and Weedon’s (1997) concept of powerful 

discourses having firm institutional bases. In this case, what Weedon (1997) would term 

discourses emerged out of my ethics applications and had institutional bases within my 

university, which gave them further social power and authority. Weedon (1997) describes 

power as a relation between discourses and their agents in which there is a dynamic of 

control, compliance and lack of control. Although the power that is exercised within 

discourses can be challenged, disrupted, and negotiated, the power and institutional bases 
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behind the discourses produced from my ethics application did not require much 

resistance or negotiation (Azzarito et al., 2006, Weedon, 1997). Rather, my responses to 

the ethics clarifications required further explanations and justifications of my choices 

prior to receiving ethical clearance. 

 Once I had completed the ethics approval process, I was excited to finally launch 

my study in November 2020. The day I received approval, I began sending emails to 

eligible competitive dance teams and athletic department staff. Over the next week, 

emails slowly started coming in, mostly from dancers and coaches. I had hoped to have 

ethics clearance in early October, as November was the tail-end of midterm season for 

most undergraduate students and coaches. This was a really busy time of year for students 

who could be potential participants and was not an ideal time to be launching my study. I 

was also concerned about lower levels of interest due to the COVID-19 pandemic, as 

many people were already on their screens frequently throughout their work and school 

days. As I began receiving fewer emails from interested participants, I realized that 

relying on dance team coaches to pass on the information letter to their team may not 

have been the strongest recruitment strategy if coaches themselves are not interested in 

participating. Because of this slow start, I wrote the following section in my research 

journal pertaining to putting together an ethics modification: 

“Recruitment is slow and relies on gatekeepers from dance teams. From my 

experience as an RA this summer, I found social media to be our strongest and 

most effective recruitment strategy. Seeing as I have a strong social media 

presence with dancers and coaches, this may be an easier way to recruit 

participants without the concern of gatekeepers.” 

 

Thankfully, the ethics modification process was much faster than the initial ethics 

approval process. I received clearance within one day and immediately began sharing my 
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recruitment poster on social media. While I received some interest and support via social 

media, I was hoping for a greater response. I immediately began brainstorming the 

following ideas for a second ethics modification in my research journal:  

- Open up the study to dancers who have recently retired or graduated from 

university-level dance in the past 5 years 

- Same idea with coaches 

- Email head coaches in athletic departments 

 

My reasoning behind the first two points was because I had received interest from 

individuals who were previously involved in a university-level competitive dance team 

but were not eligible to participate because they were not currently on a team. To allow 

them to participate, I wanted to open up the study to dancers and coaches who had 

recently graduated and/or retired from their team in the past 5 years. I felt that 5 years 

was a reasonable time frame, as participants would be able to recall and describe their 

recent experiences on a competitive dance team while participating in the research.  

Recruiting athletic department staff had been especially difficult at this point in 

my study. My original intention was to contact individuals who were high up in the 

department or who work directly with competitive dance teams. However, a majority of 

athletic departments did not have dance teams. I had a few individuals reach out after 

receiving their recruitment letter indicating that they did not feel that this study was 

relevant to them for one of two reasons. The first was that their athletic department did 

not represent competitive dance. The second was that competitive dance was considered a 

recreational activity rather than a competitive or varsity program. I felt that by including 

head coaches from a range of sports in the athletic department, I would be able to further 

capture aspects pertaining to student-athlete culture, general perceptions of dance within 

an athletic context, and reach a wider range of participants. Although head coaches for 
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other sports teams did not work directly with dancers, neither did a lot of other staff I had 

been recruiting up to that point. Nevertheless, they were still considered athletic 

department staff on the university websites and met the inclusion criteria for athletic 

department staff.  

The experience of participants indicating they did not feel that the study was 

“relevant” to them and their position within the athletic department alluded to some 

resistance I encountered in my interviews with athletic department staff. From this, there 

seemed to be an emerging pattern of resistance throughout the remainder of the data 

collection process. Soon after receiving emails from participants indicating they were not 

participating due to lack of relevance, I received another email from an athletic 

department staff member withdrawing partway through her survey. She explained that 

she felt the survey questions were too leading and felt that the description of the survey 

did not match the directionality of the questions. In these instances, participants 

demonstrated noticeable acts of resistance towards the potential of dance as a sport in 

university athletic departments and dancers occupying spaces within university-level 

athletics. 

By mid-December 2020, I received enough interest to begin booking interviews 

from the pool of participants who had already completed the survey component. I found 

these interviews to be different than interviews I had done as a research assistant for 

projects in our lab, as I was used to typically interviewing youth between 10-19 years of 

age. In the interviews for my thesis, I found myself comfortable interviewing dancers and 

coaches, as they were close in age to me and I felt I was able to generally relate to them 
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and their experiences. The athletic department staff interviews were especially 

challenging to conduct.  

My very first athletic department interview seemed to set the precedent for most 

of the participants in this group. This particular participant challenged me in ways I had 

not been challenged before as an interviewer. He started the interview by asking me why 

I’m doing this research, which felt like a fair question to ask. In responding to his 

question, I made sure to be mindful that my response would not valence his interview 

responses afterwards, as I had learned when editing my surveys and interview guides 

following my defence. As we got further into the interview, he began turning some of my 

questions on me by asking me why I’m asking them, rather than responding to them as 

other participants had. He was particularly hesitant and resistant to my questions 

pertaining to gender and sport and even let out a slight laugh under his breath at some of 

these questions. Some of these questions included: “Do you believe that female athletes 

can be both athletic and feminine in their sport?” and “Do you believe that there are any 

barriers or challenges faced by women in male dominated sports?” Rather than going 

through the interview as I usually would, I felt as though I needed to prepare 

justifications as to why I was asking particular questions as I moved through the 

interview guide with this participant. When I explained how some of these questions 

were derived from articles I had read in the literature, the participant began challenging 

me less. I reflected on this experience in my research journal in the following excerpt:  

- As an interviewer, I found it difficult to accept what was being said without 

reacting, challenging them, and while maintaining professionalism 

- This was especially difficult when he said if [his institution] had a dance team, 

he’s sure he would know about it 

- As a young woman, I almost felt spoken down to by the older man I 

interviewed today but I couldn’t stick up for myself 
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The athletic department staff interviews after this one were somewhat similar in 

that they tended to challenge the questions pertaining to gender and sport, but to a lesser 

degree than the first participant. I found that a majority of interviews in this group 

expressed that gender was not an issue for athletes in their department. Only one 

participant described gender-related challenges in depth, whereas others denied the 

existence of challenges or provided justifications as to why there were no challenges. On 

the other hand, dancers and coaches felt strongly about the ways in which men and 

women were treated differentially and how inequalities persisted within their athletic 

department. 

The ways in which some athletic department staff resisted certain questions 

seemed to reflect and further perpetrate beliefs and social norms surrounding gender and 

sport and women’s participation in university-level athletics. Dancers, coaches, and few 

athletic department staff actually challenged beliefs and social norms pertaining to gender 

and sport in their interviews, ultimately producing new knowledge that was not originally 

accepted as “normal” (Weedon, 1997). 

 As a result of the challenges being presented to me by athletic department staff, I 

chose to only assign dancer and coach interviews to the undergraduate research assistants 

on this project. I found these interviews to be especially enjoyable as I was able to relate 

to a lot of their experiences, was interested in learning how our experiences may have 

differed from mine, and did not feel challenged by these groups. With this project being 

some of my research assistants’ first times interviewing, I felt that dancer and coach 

interviews would be better suited for them and would lessen the chances of them needing 

to justify any questions being asked. 
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 Around the end of February 2021, survey completion seemed to be wrapping up. 

My numbers were much smaller than I was hoping for, which meant I could not run the 

analyses I had planned for in my proposal or make any meaningful conclusions from my 

data. This was especially disappointing after all of the hard work I had put into creating 

and editing my surveys, learning how to use Qualtrics, recruiting participants, and 

sending emails upon emails. Nevertheless, I was excited to begin working with my 

interview data in the data analysis phase of my research. 

 Analyzing the interview data was both exciting and challenging because of my 

positionality within the competitive dance community. I had to be particularly mindful of 

my own positionality. As a former dancer who took on a leadership role in the 

postsecondary context, I was in some ways an insider who had familiarity with the 

community and was also engaged with the broader dance community through my role in 

teaching at a competitive studio. Yet, at the same time, I was an outsider as I had retired 

from competitive dance and engaged in a researched-based graduate program. 

Researchers have considered the role of insider and outside researchers (Chhabra, 2020; 

Dew et al., 2019; Dwyer & Buckle, 2009; Kwame, 2017; Smith, 2012) concluding that 

they are not binary positions, but are often fluid and messy. One of the important 

elements that emerged out of these considerations was the importance of self-locating 

within your research and being reflexive about it.  

 In addition to positionality, I also needed to consider my social location as both a 

researcher and member of the dance community to further assist me in producing 

reflexive research and inform my audience about the ways in which I produced my data 

(Jacobson & Mustafa, 2019). To do so, I utilized Jacobson and Mustafa’s (2019) Social 
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Identity Map as a starting point to reflect on my class, citizenship, ability, age, race, 

sexual orientation, cis/trans status, and gender. I also considered the social identities of 

my participants and the ways in which these may have impacted their experiences as 

participants in my research. When filling out the Social Identity Map, I reflected on my 

gender, age, race, and class as being dominant identities throughout this research process. 

As a white woman in my mid-twenties, I was able to relate to a majority of the dancers 

and coaches who participated in the interview component of my research, as they were 

also white women between the ages of 18-25 years. While I was able to relate to these 

participants and our common areas of privilege, I also recognize that the overall interview 

experience and data produced from the interviews may be different for racialized 

participants and participants who did not identify as women. When reflecting on my 

class, I considered my position of power as an interviewer. Not only did I have an 

advantage in influencing and controlling the overall setting of the interview (Brinkmann 

& Kvale, 2005), but I also came from a position of power as an upper-middle class 

student in higher education. As such, I made sure to inform the participants of the value 

of their contributions to this project by positioning them as “the expert.” Despite the clear 

advantages I had as the interviewer, I wanted to highlight the power that the participants 

also brought to the interview, as they had control over the outcome of the interview 

responses (Brinkmann & Kvale, 2005). In doing so, this seemed to lessen power 

dynamics and hierarchies between myself as an interviewer and my participants as 

interviewees. 

On the other hand, interviewing athletic department participants was a different 

experience because of our differing social locations. While all of these participants were 
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also white, there were differences pertaining to age, gender, and class which influenced 

the ways in which we each experienced the interview process. As discussed earlier, I was 

challenged in ways I had not anticipated, particularly by the participants who were older 

men. Although my identity as a young woman was an advantage when interviewing 

dancers and coaches, my age and gender, specifically, seemed to be disadvantage when 

interviewing athletic department staff. In this sense, I felt as though I needed to justify the 

questions being asked and prove myself to be a competent, knowledgeable researcher 

while conducting my interviews, regardless of my role as the head researcher on the 

project. 

 Now in June-July 2021, my first full draft of my thesis is written up and I’ve 

received feedback from my co-supervisors and committee members. Working through 

this feedback led me to some further points of reflection. First, my use of gendered 

language was pointed out by both of my committee members. Throughout this first full 

draft, I was advised to consider the ways I was using the terms female, girls, and women 

interchangeably. In doing so, I recognized the ways in which I was collapsing gender in 

both my writing and research materials. As I adjusted my language use throughout the 

body of my thesis, I also reflected on the ways in which I can incorporate language more 

mindfully in future research. For example, in my surveys, I asked participants to report on 

gender with the following response options: male, female, non-binary/gender non-

conforming, other, prefer not to say. In future research, I would ask participants about 

their gender identification with more inclusive terms and avoid the use of “male” and 

“female” in the response options. At the time of creating my survey questions, I utilized 

my traditional psychological training and research experience. However, now that I have 
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been exposed to new ways of thinking, I would ensure that my future research 

incorporates a more mindful use of gendered language when conceptualizing my project, 

creating data collection tools, and throughout the writing process. 

 Another tension pointed out to me in my feedback was my use of demographic 

questions (i.e., household income) and scales (i.e., BSRI, RWA) and in each of my 

surveys. When initially creating these surveys, I followed traditional psychological 

approaches to obtain standardized descriptors and demographics (i.e., age, gender, race, 

socioeconomic status) of my participants. Within psychology, readers expect to see 

descriptors and demographics, as they have direct ramifications for the generalizability of 

the findings. With regards to the scales my co-supervisors and I chose to incorporate, 

they were selected to help better understand my sample of participants. The BSRI and 

RWA scales were specifically questioned in my first round of feedback. Both of these 

scales were incorporated and scored to try to understand some key personality traits (i.e., 

traditional gendered beliefs, beliefs in societal hierarchies) that may contextualize 

participants’ responses. 

 Nevertheless, throughout the process of reading feminist studies alongside my 

own research, I recognize the limitations of using the BSRI. Since its creation in 1974, 

the BSRI has been both widely used in and widely criticized psychological research 

(Hoffman & Borders, 2001). Bem’s (1974; 1979, as cited in Hoffman & Borders, 2001) 

purpose of creating the BSRI was to spark research on androgyny and assess to extent to 

which individuals were “sex typed” through self-assessed depictions of masculinity and 

femininity. Nevertheless, the BSRI has been critiqued by various academics and by Bem 

herself for reproducing gender binaries and reinforcing gender-stereotypical thinking 
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(Bem, 1998; Enns, 1994; Hoffman & Borders, 2001). After 24 years, Bem (1998, as cited 

in Hoffman & Borders, 2001) acknowledged that she was not adequately prepared to 

develop the BSRI and further critiqued her own work for reproducing “the gender 

polarization that it [sought] to undercut” (Bem, 1993, p. vii). I have similar critiques 

about using this scale alongside my theoretical framework, as I too was perpetuating the 

very binaries that I meant to eradicate. The opportunity to reflect on myself as a 

researcher prompted me to think differently about choosing measures for surveys, to 

think more broadly about both by whom and in what ways the measure was created, and 

to consider the implications associated with using a given scale. 

As I am putting my final edits together, I am left to consider how reflecting on my 

own research process has impacted me as a researcher. The first big take away from 

reflecting on my research process was considering how my insider-outsider perspective 

influenced the ways in which I had initially conceptualized my project. Based on my 

previous experience as a competitive dancer and my findings from my undergraduate 

thesis, I often found myself valancing participants towards a certain perspective that 

aligned with my own beliefs. In taking a step back and reflecting on this, I recognized the 

ways in which I was initially pushing participants towards accepting dance as a sport and 

dancers as athletes without considering the history and importance behind dance as an art. 

This mindset further perpetuated the art/sport binary that I was hoping to break down. I 

had adjusted my project to consider dance as an art, sport, and/or combination of both 

throughout instead of solely focusing on dance as a sport.  

This was connected to my second big take away from my project, as I learned 

about the fluidity of the research process. Following my proposal defence, I quickly 
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learned to make the necessary changes to my project as they came up. This included 

making edits to my survey and interview guides, applying theory to my project as a 

reflective piece, submitting ethics modifications to adjust my recruitment protocols, 

changing my initial quantitative analyses, and taking a QUAL-quan mixed methods 

approach (Cheek, 2021; Morse & Cheek, 2014; 2015). In making these changes, I learned 

that my project was constantly in progress as I moved through the research process. I was 

initially very much set on carrying out the project I had worked so hard to put together for 

my thesis proposal defence. After hearing that my ideas were too ambitious for a 

Master’s level project, I needed to take some time to sit with the new plan for my project 

and shift my mindset to allow for the first of many changes to my project. This is 

experience is something that I will take with me as I move forward in future research, as 

it allowed me to recognize when my initial ideas were not working as planned, adapt 

quickly, consider various perspectives, and keep an open mind as a researcher. 

Conclusion 

 

 This study took a QUAL-quan mixed-methods approach (Cheek, 2021; Morse & 

Cheek, 2014; 2015) to examine perceptions of dance as a sport from competitive dancers, 

coaches, and athletic department staff at the Ontario university level. All participants, 

except for two athletic department staff, indicated they conceptualized dance as both a 

sport and an art. This conceptualization was further reinforced by participants’ depictions 

of artists and athletes and the ways in which they understood dancers to occupy spaces in 

both of these domains. Participants in each group of key informants spoke of competitive 

dance as similar to aesthetic sports and largely attributed this to the importance of 

dancers’ aesthetic presentation while in a competitive setting. Participants were able to 
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make connections to aesthetic sports when speaking of dance generally. However, when 

speaking of how dance may be conceptualized as both an art and a sport in a university 

context, dancers, coaches, and athletic department staff revealed various institutional and 

systemic barriers for competitive dancers in gaining full varsity recognition and being 

recognized as legitimate student-athletes. These barriers included gendered biases, sport 

hierarchies within athletic departments, the structure of U Sports and the OUA, and an 

overall lack of understanding of how competitive dance functions at the university-level.  

 Dancers and coaches were well aware of problems pertaining to gender and sport 

at the university level, while Shawn, Randy, and Stefan were the only athletic department 

staff who acknowledged these challenges within their own institutions. The dialogue 

suggests that there is a bigger issue with gendered biases within postsecondary sport 

contexts that is further complicated by sport hierarchies. The results of this study revealed 

that sport hierarchies exist across universities in Ontario and differ slightly in each 

institution. Despite these differences, there seem to be a core group of sports (i.e., 

basketball, hockey, football) that were consistently in the top tier of these hierarchies. 

These sports impact the distribution of resources and funds among sports that are lower 

on the hierarchy. A majority of the sports in this top tier tended to be dominated by men, 

which some dancers and coaches attributed to a potential barrier in dance gaining sport 

recognition.  

Participants revealed representation, or lack thereof, as an additional layer of 

difficulty in how dance is perceived and how dancers may or may not be treated as 

athletes at the university level. Dancers and coaches described their differing experiences 

based on their form of representation by the athletic department, student union, or by 
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having little to no representation by the university. In speaking of these forms of 

representation, dancers and coaches also spoke of recognition as student-athletes and the 

ways in which they felt the university supported or failed to support them in gaining this 

recognition. Overall, participants spoke to various institutional, systemic, contextual, and 

individual aspects which contributed to their understandings of competitive dance. 

Despite a majority of participants being open to the idea of dance being conceptualized as 

both an art and a sport, the ways in which this was plausible at the university-level proved 

to be complicated and dependent on a variety of stakeholders within universities and 

larger governing sport bodies. This was an evident challenge faced by competitive dance 

teams, as they were attempting to fit within sport structures (i.e., athletic department sport 

hierarchies, OUA, U Sports) that were not traditionally created for them to fit. 

Overall, there was a clear disconnect between dancers’ and coaches’ needs and 

expectations to what athletic department staff understood was necessary for dance teams 

and were able to actually provide to them. With competitive dance being a new addition 

to some university athletic departments, many of the staff members working with them 

had a limited understanding as to how university-level competitive dance functions as a 

sport. To address this, this research suggests that it would be beneficial to have a 

presentation prior to the beginning of the year for new and existing athletic department 

staff. This presentation would be best run by coaches or any other senior leaders on the 

team who have a strong understanding of their team’s needs and how the university-level 

competitive dance world works. Following this presentation, it would be important to 

provide time for athletic department staff, dancers, and coaches to ask each other 

questions and mutually agree upon how the competitive season will play with regards to 
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studio space, funding, transportation, ordering costumes, budgets, and other factors that 

participants described as important to communicate throughout the survey and interview 

components. 

 Throughout the interview component, participants also provided several 

recommendations that are applicable to competitive dance teams, athletic departments, 

Ontario universities, governing sport bodies for universities in Canada. First, Chloe (D) 

felt it would be beneficial to have drop-in time in the studio and gyms during school 

hours that were exclusive to athletes. As regular drop-in hours in athletic facilities were 

typically occupied by the general student population, Chloe (D) explained that athlete-

exclusive drop-in times may help to break up the rush of students who require additional 

access to facilities on campus.  

 Mya (C) and Nadia (C) highlighted the importance of dancers having access to 

proper supports in terms of physical health and nutrition. While these supports were 

provided to some teams in the athletic department, dancers did not have access to them. 

Mya (C) spoke specifically to her team’s need for athletic trainers, as dancers are also 

highly susceptible to injuries throughout their season. As a coach, she was only able to 

refer her dancers to a clinic in which they were required to pay for services. Mya (C) also 

suggested having a fitness instructor from the athletic complex coming in to run their 

weekly stretch and strength class, as they have a greater technical understanding of how 

athletes’ bodies should be properly trained. Nadia (C) spoke of her dancers’ physical 

health in terms of requiring additional support and guidance surrounding food and 

nutrition. She explained that most dancers are involved in a university culture of heavy 

drinking, gaining the “freshman fifteen,” and not providing themselves with the time to 
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eat properly. Because of this, she felt that having a session once per year or once per 

semester would help to provide her dancers with the knowledge and understanding of 

how to take care of their bodies as high-performance athletes.  

 Breanna (D) and Erika (D) both expressed concerns with student leadership on 

their team. Breanna (D) felt that having an “older certified coach” as an objective leader 

would lessen issues on her team that were associated with student coaches. Erika (D) felt 

similarly and suggested that her team could benefit from a delegated staff member from 

the athletic department to turn to as an additional support when there were issues within 

the team. Emma’s (D) team was provided with this staff member throughout her years as 

a competitive dancer with athletic department representation. She explained this to be a 

beneficial support, but only when the staff member took the initiative to ask questions 

and try to understand how competitive dance functions at the university level. At Randy’s 

(ADS) institution, he explained that they were in the process of implementing these staff 

supports for club teams with student coaches. This was largely to ensure that health and 

safety protocols were in place, coaches were being respectful, coaches were not bullying, 

and that students were aware of an additional staff member they could come to if they 

had issues and concerns. Another support being implemented at Randy’s (ADS) 

institution was described as an E-Learning Module for student leaders on club teams in 

the athletic department. Since club teams did not typically have an external leader, the 

purpose of this module was to provide athletes and executive members with skills 

pertaining to financial management, time management, succession planning, running 

meetings and interviews, and other general tips for leading a team of student-athletes. 

This could be especially helpful to student-run competitive dance teams in various 
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institutions, as this could help to improve communication between athletic departments 

and dance teams, reduce issues between dancers and leaders on the team, and equip 

student leaders with skills that can be applied within and beyond their leadership role on 

the team. 

 As discussed previously, Stefan (ADS) recommended that leaders of competitive 

dance teams create a manager’s brief to provide specific details about the ways in which 

competitive dance works throughout the season. He felt that this would help to bridge the 

disconnect between competitive dance teams and the athletic department staff working 

closely with them. Vanessa (ADS) addressed the disconnect between competitive dance 

teams and the larger university in terms of on-campus presence. Because dance 

competitions occur off-campus at venues in and around the Greater Toronto Area, 

Vanessa explained that the university does not get to see dancers’ talent showcased in the 

same way as other “mainstream” sports. This suggests that competitive dance teams and 

athletic departments could work together to increase on-campus presence by providing 

more opportunities to perform at athletic events (i.e., basketball game halftime 

performances) and consider hosting dance competitions at university campuses around 

Ontario, as some of them have the facilities to do so. In addition, dance competitions 

could be promoted and broadcasted by postsecondary institutions to reach a greater 

population of students, staff, and faculty. 

 While this research has made an important contribution to the gap in the literature 

on university-level competitive dancers, it is not without its limitations. The current study 

could not make any meaningful conclusions from the survey data, as sample sizes were 

small and unequal between groups. In addition, interview data was collected from 
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participants at ten universities across Ontario, with some participants being from the same 

competitive dance team or athletic department. This could be limiting, as the results were 

not indicative of all Ontario universities and the experiences of some dance teams and 

athletic departments were more prevalent than others as a result of having multiple 

participants from the same university. In addition, the coaches who participated in this 

study were either senior students who were still on the team or recent graduates who had 

come back to coach their team. This study did not account for the perspectives of coaches 

who were external to the team by not having any previous involvement or affiliation. 

Finally, race is another important consideration that was not directly addressed in my 

study. This is limiting, as my sample of participants predominately comprised of white 

dancers, coaches, and athletic department staff. Although the study was open to eligible 

participants of all races and ethnicities, I was not able to recruit many participants of 

colour.   

 As such, there is more research to be done to further contribute to filling the gap 

in the literature. Future research could follow a small group of first year dancers over 

their first two years competing on a university-level dance team to consider how their 

perceptions of competitive dance change over time as they transition from the studio 

context to the university context. Additionally, a larger study looking at perceptions of 

competitive dance across the four U Sports conferences could be beneficial in examining 

how perceptions of dance may differ across Canada. This could also provide insight into 

the inner workings of athletic departments and competitive dance teams to provide a 

comparison to the experiences of participants in the current study, as they are solely from 

the OUA. Future research could also look at analyzing the intersection of race and gender 



 

 

148 

 

to consider how they come together to form expectations about what bodies can do. This 

would also be beneficial in a broader study looking at university athletics as this is a 

larger issue that can have important implications for athletes across sports. 

 Overall, this study has made practical and applicable contributions that are 

relevant to competitive dancers and coaches, athletic department staff, Ontario 

universities, and governing sport bodies for universities in Canada. By providing insight 

and perspectives from three groups of key informants, this research provides evidence-

based recommendations and strategies for improving sport experiences and increasing 

participation opportunities for competitive dancers in postsecondary contexts.  
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Danielle Molnar 

TITLE: From Artists to Athletes: Examining Perceptions of Dance as a Sport in Ontario Universities 

 

ETHICS CLEARANCE GRANTED 
 
 

Type of Clearance:  MODIFICATION Expiry Date:  11/1/2021 

 
The Brock University Social Sciences Research Ethics Board has reviewed the above named research 
proposal and considers the procedures, as described by the applicant, to conform to the University’s ethical 
standards and the Tri-Council Policy Statement.  
 
Modification:  

- Addition of social media recruitment strategy 
 

The Tri-Council Policy Statement requires that ongoing research be monitored by, at a minimum, an annual 
report.  Should your project extend beyond the expiry date, you are required to submit a Renewal form before 
11/1/2021.  Continued clearance is contingent on timely submission of reports. 
 
To comply with the Tri-Council Policy Statement, you must also submit a final report upon completion of your 
project.  All report forms can be found on the Office of Research Ethics web page at:  
https://brocku.ca/research-at-brock/office-of-research-services/research-ethics-office/#application-forms 
 
 
In addition, throughout your research, you must report promptly to the REB: 

a) Changes increasing the risk to the participant(s) and/or affecting significantly the conduct of the study; 
b) All adverse and/or unanticipated experiences or events that may have real or potential unfavourable 

implications for participants; 
c) New information that may adversely affect the safety of the participants or the conduct of the study; 
d) Any changes in your source of funding or new funding to a previously unfunded project. 

 
We wish you success with your research. 
 
Approved: 
 
 
 
 
 
 
Note:    Brock University is accountable for the research carried out in its own jurisdiction or under its auspices 

and may refuse certain research even though the REB has found it ethically acceptable. 
 

If research participants are in the care of a health facility, at a school, or other institution or community 
organization, it is the responsibility of the Principal Investigator to ensure that the ethical guidelines and 
clearance of those facilities or institutions are obtained and filed with the REB prior to the initiation of 
research at that site. 

  
Angela Book, Chair 
Social Science Research Ethics Board 

Dipanjan Chatterjee, Chair 
Social Science Research Ethics Board 
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Appendix C- Ethics Modification Approval 2 

 

 
 

 

 

 

 

 

  

Social Science Research Ethics Board 
  

 

Certificate of Ethics Clearance for Human Participant Research 
 

Brock University 
Office of Research Ethics  

Tel: 905-688-5550 ext. 3035 

Email:  reb@brocku.ca 

 

             

DATE: 
 

December 18, 2020 
  
PRINCIPAL INVESTIGATOR: ZINGA/MOLNAR, Dawn/Danielle - Child & Youth Studies 
  
FILE: 20-059 - ZINGA/MOLNAR 
 
TYPE: 

 
Masters Thesis/Project 

STUDENT: Natalie Tacuri 
SUPERVISOR: Dawn Zinga & 
Danielle Molnar 

TITLE: From Artists to Athletes: Examining Perceptions of Dance as a Sport in Ontario Universities 

 

ETHICS CLEARANCE GRANTED 
 
 

Type of Clearance:  MODIFICATION Expiry Date:  11/1/2021 

 
The Brock University Social Sciences Research Ethics Board has reviewed the above named research 
proposal and considers the procedures, as described by the applicant, to conform to the University’s ethical 
standards and the Tri-Council Policy Statement.  
 
Modification:  

• Recruitment opened to dancers and coaches/captains/team presidents who have recently 
graduated and/or have left their dance team within the past 5 years 

• Additional line added to recruitment email for athletic department staff who work in recreation. 
 

The Tri-Council Policy Statement requires that ongoing research be monitored by, at a minimum, an annual 
report.  Should your project extend beyond the expiry date, you are required to submit a Renewal form before 
11/1/2021.  Continued clearance is contingent on timely submission of reports. 
 
To comply with the Tri-Council Policy Statement, you must also submit a final report upon completion of your 
project.  All report forms can be found on the Office of Research Ethics web page at:  
https://brocku.ca/research-at-brock/office-of-research-services/research-ethics-office/#application-forms 
 
 
In addition, throughout your research, you must report promptly to the REB: 

a) Changes increasing the risk to the participant(s) and/or affecting significantly the conduct of the study; 
b) All adverse and/or unanticipated experiences or events that may have real or potential unfavourable 

implications for participants; 
c) New information that may adversely affect the safety of the participants or the conduct of the study; 
d) Any changes in your source of funding or new funding to a previously unfunded project. 

 
We wish you success with your research. 
 
Approved: 
 
 
 
 
 
 
Note:    Brock University is accountable for the research carried out in its own jurisdiction or under its auspices 

and may refuse certain research even though the REB has found it ethically acceptable. 
 

If research participants are in the care of a health facility, at a school, or other institution or community 
organization, it is the responsibility of the Principal Investigator to ensure that the ethical guidelines and 

  
Angela Book, Chair 
Social Science Research Ethics Board 

Dipanjan Chatterjee, Chair 
Social Science Research Ethics Board 
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Appendix D- Information Letter 

 

Examining Perceptions of Dance as a Sport in Ontario Universities 
Research Team: Natalie Tacuri, Dr. Dawn Zinga, & Dr. Danielle Molnar 

 

Dear [name of dance team or athletic department staff],   
 

We would like to invite you to participate in a research project entitled, “Examining 

Perceptions of Dance as a Sport in Ontario Universities.” We are looking to recruit 

participants from three different groups: (1) competitive dancers in postsecondary, (2) 

coaches, captains, and team presidents on competitive dance teams in postsecondary, and 

(3) university athletic department staff. 

 

This research focuses on how competitive dancers, dance coaches, and athletic 

departments in postsecondary conceptualize dance and how this conceptualization may 

be present in how dance teams are managed, how resources are allocated, and the 

opportunities that are provided to dancers in postsecondary contexts. Each group of key 

informants will have the opportunity to share their individual beliefs, ideas, knowledge, 

and understanding about competitive dance and the ways in which dancers are 

understood within the university athletic department context. 

 

 More specifically, the current study aims to address the following research questions: 

1. How do individuals in postsecondary athletic department contexts conceptualize 

dance?  

2. Are there differences in how individuals perceive dance with respect to contextual 

factors, previous exposure to dance, and key individual differences?  

3. Do these differences occur as a result of the individual’s role in the dance 

community? 

 

Natalie Tacuri, Dr. Dawn Zinga, and Dr. Danielle Molnar (Department of Child and 

Youth Studies at Brock University) are conducting this research. This study will be used 

in fulfillment of the student principal investigator’s degree requirements for a Master’s 

thesis. As Natalie Tacuri was previously a competitive dancer in university and is 

currently a competitive choreographer for a university dance team, some individuals may 

feel obligated to participate. It is very important to us that you decide whether or not you 

would like to share your thoughts with us and participate in the research. Natalie Tacuri 

will be able to complete her research project regardless of whether or not you choose to 

participate, and you need not feel that you need to participate.  

 

How can you help? 

 

If you are interested in participating in this research, we ask that you email the student 

principal investigator within the next two weeks at nt14zd@brocku.ca with your name 

and age to indicate interest. Following this email, you will be sent an information letter 

outlining the study in more detail. 

 

mailto:nt14zd@brocku.ca
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Within the information letter, you will be given a link to complete an online survey to 

answer questions about your experiences with competitive dance, your beliefs about 

dance as a sport and/or art, and your conceptions of dancers. Additionally, you will be 

asked questions pertaining to personality, gender, perfectionism, etc. Each survey will 

take approximately 20-30 minutes to complete. All surveys are confidential. Following 

survey completion, you will be entered in a draw to win 1 of 2 $25 CAD Amazon gift 

cards and 1 of 1 $50 Amazon gift cards. You will also have the option to participate in an 

online interview to further discuss your perceptions of dance in postsecondary contexts. 

You will be compensated with a $20 CAD Amazon gift card for participating in an 

interview. 

 

This study has been reviewed and received ethics clearance through the Research Ethics 

Board at Brock University (20-059). If you have any comments or concerns about your 

rights as a research participant, please contact the Research Ethics Office at (905) 688-

5550 Ext. 3035, reb@brocku.ca. 

 

Sincerely, 

 

Natalie Tacuri        

MA Candidate, Child and Youth Studies      

nt14zd@brocku.ca        

 
Dawn Zinga      

Professor, Child and Youth Studies   

dzinga@brocku.ca              

 
Danielle Molnar 

Associate Professor, Child and Youth Studies 

dsiriannimolnar@brocku.ca 
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Appendix E- Consent Form 

 

Examining Perceptions of Dance as a Sport in Ontario Universities 

Research Team: Natalie Tacuri, Dr. Dawn Zinga, & Dr. Danielle Molnar 

INVITATION 

You are invited to participate in a research project entitled, “Examining Perceptions of Dance 

as a Sport in Ontario Universities.” We are looking to recruit participants from three different 

groups: (1) competitive dancers in postsecondary, (2) coaches, captains, and team presidents on 

competitive dance teams in postsecondary, and (3) university athletic department staff. 

 

This research focuses on how competitive dancers, dance coaches, and athletic departments in 

postsecondary conceptualize dance and how this conceptualization may be present in how dance 

teams are managed, how resources are allocated, and the opportunities that are provided to 

dancers in postsecondary contexts. Each group of key informants will have the opportunity to 
share their individual beliefs, ideas, knowledge, and understanding about competitive dance and 

the ways in which dancers may or may not be considered athletes.  

 

More specifically, the current study aims to address the following research questions: (1) How do 

individuals in postsecondary athletic department contexts conceptualize dance?; (2) Are there 

differences in how individuals perceive dance with respect to contextual factors, previous 

exposure to dance, and key individual differences?; (3) Do these differences occur as a result of 

the individual’s role in the dance community? 

 

Natalie Tacuri, Dr. Dawn Zinga, and Dr. Danielle Molnar are conducting this research in the 

Department of Child and Youth Studies at Brock University. This study will be used in 

fulfillment of the student principal investigator’s degree requirements for a Master’s thesis. As 

Natalie Tacuri was previously a competitive dancer in university and is currently a competitive 

choreographer for a university dance team, some individuals may feel obligated to participate. It 

is very important to us that you decide whether or not you would like to share your thoughts with 

us and participate in the research. Natalie Tacuri will be able to complete her research project 

regardless of whether or not you choose to participate, and you need not feel that you need to 

participate.  

WHAT’S INVOLVED 

You will be asked to complete a 20-30 minute survey to answer questions about your 

experiences with competitive dance, your beliefs about dance as a sport and/or art, and your 

conceptions of dancers as athletes. Additionally, you will be asked questions pertaining to 

personality, gender, perfectionism, and political and moral/religious beliefs. All surveys are 

confidential. It is important to know that once you start the survey, you can’t close the window, 

as it is not possible to log out and then log back in to the survey once you have started. If you 

need to take a break while you are doing the survey, you can leave the tab or window with the 

survey open and then return to it later because there is no time limit. If you need to take a break, 

please remain at the computer station to protect the privacy of your answers, as you will need to 

leave the survey open. You will complete a consent portion prior to gaining access to the survey 

component. If you have not had the chance to complete your survey within 2 weeks of receiving 

this information letter, you will receive one email message reminder about participating in the 

study. Following survey completion, you will be entered in a draw to win 1 of 2 $25 CAD 

Amazon gift cards and 1 of 1 $50 Amazon gift cards.  
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You will also have the option to participate in an online interview to further discuss your 

perceptions of dance in postsecondary contexts. Your interview will be approximately 60-90 

minutes and will take place on LifeSize (a video conferencing app). Please note that if you are 

personally connected to Natalie Tacuri, another research team member will conduct your 

interview (alternate research assistant or one of the supervisors). If you feel that your internet 

connection is not strong or stable enough for an online interview, you are given the option to 

partake in a telephone interview instead. You can choose to do a survey and not an interview- it is 

completely up to you. At the end of your survey, you will be asked if you are interested in 

participating in an interview and if so, you will be asked to provide an email address to be 

contacted at. If you are selected for an interview, you will receive an email with the interview 

details within 2 weeks of completing your survey. Should you participate in an interview, you 

will be compensated with a $20 CAD Amazon gift card for your participation. You will receive 

full compensation for your interview if you choose the withdraw partway through. 

POTENTIAL BENEFITS AND RISKS 

The direct benefits of participating in this study may include the ability for you to reflect on and 

share your perspectives on dance, sport, and art. Another positive outcome may be to have your 

voice heard, and your opinions valued and respected. For the scientific community and the 

community at large, this research may offer insights into how to successfully support competitive 

dancers in postsecondary and assist athletic stakeholders in understanding competitive dance at 

the university level. There also may be risks associated with participation as some individuals 

may experience psychological risks or social risks related to voicing their opinions. These risks 

are not expected to be any more than you would face in your daily life activities. However, to 

minimize these, you will be repeatedly reminded only to share things you feel comfortable with 

sharing during the survey and interview components. 

CONFIDENTIALITY 

The survey and interview data are confidential, and this means that we will not let anybody see 

your answers. You will not be asked to put your name on the survey and you will not be asked 

for your name or anyone else’s name in your interview. However, you should note that as the 

survey and the interview do collect personal information, your contribution is not anonymous 

You will be assigned a pseudonym and an ID code so that your data will be in a confidential 

data set and your name is not easily associated with that data. You will be asked to provide an 

email address at the end of your survey if you are interested in being entered for the gift card 

draws. If you are interested in participating in the interview portion, you will be asked for your 

email. This will be used to book your interview time and for compensation purposes when the 

interview is complete. Your interview will be conducted via LifeSize and will be audio and 

video recorded. The video and audio files from your interview will be kept for seven years and 

will be stored on password-protected computers. Only the research team will have access to 

the recordings and the recordings will only be used for data analysis purposes. All individuals 

with access will be required to sign and abide by confidentiality agreements.  

Once your interview is finished, it will be transcribed and linked to your ID code. After that, 

your interview audio and video files will be destroyed. You will also be assigned a pseudonym 

(another name to protect your identity). Your name and email will not be directly linked to 

your answers and your name will not be in any reports or presentations about what we find in 

this study. We will only use your pseudonym or state that “dancers reported that…” to refer to 

something you have said so that no one knows what you specifically shared with us. We will 

keep a password-protected master list that includes your name, email address, and ID number 

and this will be stored separately from your answers. All contact information is stored on secure 

password-protected laptops and on a password protected memory key that is stored in a secure 



 

 

172 

 

and locked container. Please note that the de-identified data will be kept indefinitely. However, 

the password protected master list will be deleted after seven years. Once all of the interviews 

have been completed, the master list of ID codes will be destroyed. 

VOLUNTARY PARTICIPATION 

You can decide not to participate in this study, as participation in this study is voluntary. You can 

skip questions in the survey that you find uncomfortable without being punished by selecting 

“prefer not to say.” You can also change your mind and stop participating in the study at any time 

by exiting the survey (ex: closing your web browser). If you choose to withdraw from the study, 

you will NOT be entered in the draw. However, choosing “prefer not to say” will still allow you to 

be entered in the draw. You can withdraw within two weeks of completing your survey by 

emailing the researcher (nt14zd@brocku.ca). If you choose to withdraw, all of your data will be 

destroyed. Please remember that you are only entered to win a gift card for a completed survey.  

You have the option to participate in an online interview after completing your survey. The 
interview component is not required, it is optional to those who are interested.  You may choose 

not to answer any question during the interview and may inform the researcher that you would 

like to stop the interview at any time. If you choose to pass on certain questions, you will still be 

paid for the interview. If you choose to stop the interview prior to completion (before the midway 

point), you will not be compensated.  

PUBLICATION OF RESULTS 

Results of this study may be published in professional journals and presented at academic 

conferences. In Results of this study may be published in professional journals and presented at 

academic conferences. In addition, the results of this study will be posted on the Developmental 

Processes in Health and Well-Being Lab website (https://brocku.ca/dphwb/) and the Brock Dance 

Research Lab Website (https://brocku.ca/dance-research-lab/). The results of this study will be 

emailed to you if you chose to provide your email address. The results will be available in 

Summer 2021. If you have any questions at any point during the study or after the study, please 

contact Natalie Tacuri, student principal investigator, at nt14zd@brocku.ca , Dr. Dawn Zinga via 

email at dzinga@brocku.ca, or Dr. Danielle Molnar via email at dsiriannimolnar@brocku.ca. 

 

CONTACT INFORMATION AND ETHICS CLEARANCE 

If you have any questions about this study or require further information, please contact the 

student principal investigator, Natalie Tacuri using the contact information provided above. This 

study has been reviewed and received ethics clearance through the Research Ethics Board at 

Brock University (20-059). If you have any comments or concerns about your rights as a research 

participant, please contact the Research Ethics Office at (905) 688-5550 Ext. 3035, 

reb@brocku.ca.  Please retain the provided copy of this form for your records. Thank you for 

your assistance in this project. 

GETTING STARTED 

If you are interested in participating, please use the survey link below to access the survey. There 

is a consent section in the survey that reviews the information covered in this invitation letter. 

You will then be asked to enter the ID code below to begin the survey.  

 

We appreciate your time and attention in considering this invitation. Please reach out to us if you 

have any questions at any time. Thank you for supporting our research. 

 

Sincerely, 

 

Natalie Tacuri             

mailto:nt14zd@brocku.ca
https://brocku.ca/dphwb/
https://brocku.ca/dance-research-lab/
mailto:nt14zd@brocku.ca
mailto:dzinga@brocku.ca
mailto:dsiriannimolnar@brocku.ca
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MA Candidate, Child and Youth Studies        

nt14zd@brocku.ca        

 

Dawn Zinga 

Professor, Child and Youth Studies 

dzinga@brocku.ca 

                  

Danielle Molnar 

Associate Professor, Child and Youth Studies 

dsiriannimolnar@brocku.ca 

 
Survey Link: xxx 

ID Code: xxx 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

mailto:nt14zd@brocku.ca
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Appendix F- Recruitment Poster 

 

 



 

 

175 

 

Appendix G- Dancer Survey 

 
Examining Perceptions of Dance as a Sport in Ontario Universities 

Research Team: Natalie Tacuri, Dr. Dawn Zinga, & Dr. Danielle Molnar 

INVITATION 

You are invited to participate in a research project entitled, “Examining Perceptions of Dance 

as a Sport in Ontario Universities.” We are looking to recruit participants from three different 

groups: (1) competitive dancers in postsecondary, (2) coaches, captains, and team presidents on 

competitive dance teams in postsecondary, and (3) university athletic department staff. 

 

This research focuses on how competitive dancers, dance coaches, and athletic departments in 

postsecondary conceptualize dance and how this conceptualization may be present in how dance 

teams are managed, how resources are allocated, and the opportunities that are provided to 

dancers in postsecondary contexts. Each group of key informants will have the opportunity to 
share their individual beliefs, ideas, knowledge, and understanding about competitive dance and 

the ways in which dancers may or may not be considered athletes.  

 

More specifically, the current study aims to address the following research questions: (1) How do 

individuals in postsecondary athletic department contexts conceptualize dance?; (2) Are there 

differences in how individuals perceive dance with respect to contextual factors, previous 

exposure to dance, and key individual differences?; (3) Do these differences occur as a result of 

the individual’s role in the dance community? 

 

Natalie Tacuri, Dr. Dawn Zinga, and Dr. Danielle Molnar are conducting this research in the 

Department of Child and Youth Studies at Brock University. This study will be used in 

fulfillment of the student principal investigator’s degree requirements for a Master’s thesis. As 

Natalie Tacuri was previously a competitive dancer in university and is currently a competitive 

choreographer for a university dance team, some individuals may feel obligated to participate. It 

is very important to us that you decide whether or not you would like to share your thoughts with 

us and participate in the research. Natalie Tacuri will be able to complete her research project 

regardless of whether or not you choose to participate, and you need not feel that you need to 

participate.  

WHAT’S INVOLVED 

You will be asked to complete a 20-30 minute survey to answer questions about your 

experiences with competitive dance, your beliefs about dance as a sport and/or art, and your 

conceptions of dancers as athletes. Additionally, you will be asked questions pertaining to 

personality, gender, perfectionism, etc. All surveys are confidential. It is important to know that 

once you start the survey, you can’t close the window, as it is not possible to log out and then 

log back in to the survey once you have started. If you need to take a break while you are doing 

the survey, you can leave the tab or window with the survey open and then return to it later 

because there is no time limit. If you need to take a break, please remain at the computer station 

to protect the privacy of your answers, as you will need to leave the survey open. You will 

complete a consent portion prior to gaining access to the survey component. Following survey 

completion, you will be entered in a draw to win 1 of 2 $25 CAD Amazon gift cards and 1 of 1 

$50 Amazon gift cards.  

 

You will also have the option to participate in an online interview to further discuss your 

perceptions of dance in postsecondary contexts. Your interview will be approximately 60-90 



 

 

176 

 

minutes and will take place on LifeSize (a video conferencing app). Please note that if you are 

personally connected to Natalie Tacuri, another research team member will conduct your interview 

(alternate RA or one of the supervisors). If you feel that your internet connection is not strong or 

stable enough for an online interview, you are given the option to partake in a telephone interview 

instead. You can choose to do a survey and not an interview- it is completely up to you. At the 

end of your survey, you will be asked if you are interested in participating in an interview and if 

so, you will be asked to provide an email address to be contacted at. If you are selected for an 

interview, you will receive an email with the interview details within 2 weeks of completing your 

survey. Should you complete an interview, you will be compensated with a $20 CAD Amazon 

gift card for your participation. 

POTENTIAL BENEFITS AND RISKS 

The direct benefits of participating in this study other than the compensation detailed above is the 

ability for you to reflect on and share your perspectives on dance, sport, and art. Another positive 

outcome is to have your voice heard, and your opinions valued and respected. For the scientific 

community and the community at large, this research may offer insights into how to successfully 

support competitive dancers in postsecondary and assist athletic stakeholders in understanding 

competitive dance at the university level. There also may be risks associated with participation as 

some individuals could experience psychological risks or social risks related to voicing their 

opinions. These risks are not expected to be any more than you would face in your daily life 

activities. However, to minimize these, you will be repeatedly reminded only to share things you 

feel comfortable with sharing during the survey and interview components. 

CONFIDENTIALITY 

The survey and interview data are confidential, and this means that we will not let anybody see 

your answers. You will not be asked to put your name on the survey and you will not be asked 

for your name or anyone else’s name in your interview. You will be asked to provide an email 

address at the end of your survey if you are interested in being entered for the gift card draws. 

If you are interested in participating in the interview portion, you will be asked for your email. 

This will be used to book your interview time and for compensation purposes when the 

interview is complete. Your interview will be conducted via LifeSize and will be audio and 

video recorded. The video and audio files from your interview will be kept for seven years and 

will be stored on password-protected computers. All digital recordings will be destroyed after 

seven years, as required by APA and associated funding agencies. Only the research team will 

have access to the recordings and the recordings will only be used for data analysis purposes. 

All individuals with access will be required to sign and abide by confidentiality agreements. 

Once your interview is finished, it will be transcribed and linked to your ID code. You will 

also be assigned a pseudonym (another name to protect your identity). Your name and email 

will not be directly linked to your answers and your name will not be in any reports or 

presentations about what we find in this study, We will only use your pseudonym or state that 

“dancers reported that…” to refer to something you have said so that no one knows what you 

specifically shared with us. We will keep a password-protected master list that includes your 

name, email address, and ID number and this will be stored separately from your answers. All 

contact information is stored on secure password-protected laptops and on a password protected 

memory key that is stored in a secure and locked container 

VOLUNTARY PARTICIPATION 

You can decide not to participate in this study, as participation in this study is voluntary. You can 

skip questions in the survey that you find uncomfortable without being punished by selecting 
“prefer not to say.” You can also change your mind and stop participating in the study at any time 

by exiting the survey (ex: closing your web browser). If you choose to withdraw from the study, 
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you will NOT be entered in the draw. However, choosing “prefer not to say” will still allow you to 

be entered in the draw. You will not be able to withdraw after you submit your survey. Please 

remember that you are only entered to win a gift card for a completed survey.  

 

You have the option to participate in an online interview after completing your survey. The 

interview component is not required, it is optional to those who are interested.  You may choose 

not to answer any question during the interview and may inform the researcher that you would 

like to stop the interview at any time. If you choose to pass on certain questions, you will still be 

paid for the interview. If you choose to stop the interview prior to completion (before the midway 

point), you will not be compensated.  

PUBLICATION OF RESULTS 

Results of this study may be published in professional journals and presented at academic 

conferences. The results of this study will be emailed to you if you chose to provide your email 
address. The results will be available in Summer 2021.  If you have any questions at any point 

during the study or after the study, please contact Natalie Tacuri, student principal investigator, at 

nt14zd@brocku.ca , Dr. Dawn Zinga via email at dzinga@brocku.ca, or Dr. Danielle Molnar via 

email at dsiriannimolnar@brocku.ca. 

CONTACT INFORMATION AND ETHICS CLEARANCE 

If you have any questions about this study or require further information, please contact the 

student principal investigator, Natalie Tacuri using the contact information provided above. This 

study has been reviewed and received ethics clearance through the Research Ethics Board at 

Brock University (20-059). If you have any comments or concerns about your rights as a research 

participant, please contact the Research Ethics Office at (905) 688-5550 Ext. 3035, 

reb@brocku.ca.  Please retain the provided copy of this form for your records. Thank you for 

your assistance in this project. 

GETTING STARTED 

If you are interested in participating, please use the survey link below to access the survey. There 

is a consent section in the survey that reviews the information covered in this invitation letter. 

You will then be asked to enter the ID code below to begin the survey.  

 

We appreciate your time and attention in considering this invitation. Please reach out to us if you 

have any questions at any time. Thank you for supporting our research. 

 

Sincerely, 

Natalie Tacuri, Dr. Dawn Zinga, and Dr. Danielle Molnar 

Consent 
 

This study uses “consent by act.” This means that by doing the survey, you are giving 

consent and agree that: 

 

You have read this form and understand what it means to participate and what your 

role is. You have asked any questions you may have and they have been answered. 

You have the contact information of who to call or email if you have questions in the 

future. You understand that your participation in this study is voluntary, and if for any 

mailto:nt14zd@brocku.ca
mailto:dzinga@brocku.ca
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reason, at any time, you wish to leave the study you can do so without having to give 

an explanation. 

You understand that if you withdraw from the study you will not be compensated for 

that portion of the study. 

You understand that once you submit a survey, it cannot be withdrawn.  

You understand that you do not have to answer any question that you do not want to by 

choosing “prefer not to say” without penalty. 

 

Question Blocks (to be randomized) 

1. Demographic Questions 

2. Competitive Dance Team Questions 

3. Dance Definition Questions 

4. Ten-Item Personality Inventory (Gosling, Rentfrow, & Swann, 2003)  

5. Bem Sex-Role Inventory (Bem, 1974) 

6. Multidimensional Perfectionism Scale (Hewitt & Flett, 1991) 

7. Social Dominance Orientation (Pratto, Sidanius, Stallworth, & Malle, 1994) 

8. Right-Wing Authoritarianism (Altemeyer, 1981) 

 

Demographic Questions 

a. What is your gender? 

- Select option: male, female, non-binary/gender non-conforming, other, prefer 

not to say 

 

b. What is your age? 

- Drop down menu: 17 years, 18 years, 19 years, 20 years, 21 years, 22 years, 

23 years, 24 years, 25 years or older, prefer not to say 

 

c. What is your race? Select all that apply. 

- Select option: Black, Caucasian (white), Asian, First Nation, Inuit, Metis, 

Mixed/multiracial, Arabic, Latino/Hispanic, other, prefer not to say 

 

d. What country were you born in? 

- Open response 

 

e. What is your nationality? 

- Open response 

 

f. What is your relationship status? 

- Select option: single, in a relationship, married, separated, divorced, widowed, 

prefer not to say 

 

g. What is your average household income? 

- Drop down menu: $0-$9,999, $10,000-$19,999, $20,000-$29,999, $30,000-

$39,999, $40,000-$49,999, $50,000-$59,999, $60,000-$69,999, $70,000-

$79,999, $80,000-$89,999, $90,000-$99,999, $100,000-$109,999, $110,000-
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$119,999, $120,000-$129,999, $130,000-$139,999, $140,000-$149,999, 

$150,000-$159,999, $160,000-$169,999, $170,000-$179,999, $180,000-

$189,999, $190,000-$199,999, $200,000 or more, prefer not to say 

 

h. What is the name of the university you are currently attending? 

- Drop down menu: Algoma University, Brock University, Carleton University, 

University of Guelph, University of Guelph-Humber, Lakehead University, 

Laurentian University, McMaster University, Nipissing University, Ontario 

Tech University, University of Ottawa, Queen’s University, Royal Military 

College of Canada, Ryerson University, University of Toronto, Trent 

University, University of Waterloo, Western University, Wilfrid Laurier 

University, University of Windsor, York University, Other (open response) 

 

i. Which best describes your living arrangement while in university? 

- Select option: at home with parent(s), in residence on campus, off campus 

house, off campus apartment, other (open response), prefer not to say 

 

j. What degree are you currently pursuing (ex: BA, BSc, BBA, etc.)? 

- Open response 

 

k. What is your program of study? 

- Open response 

 

l. What is your current year of study in university? 

- Drop down menu: 1st year, 2nd year, 3rd year, 4th year, 5th year or longer, 

prefer not to say 

 

m. Due to COVID-19, are you dancing for your university this year? 

- Select option: yes, no, prefer not to say 

 

*If yes was selected: 

i. How many years have you been dancing (including this year)?  

- Drop down menu: 1 to 30 or more years, prefer not to say 

 

ii. How many years have you been dancing competitively (including this year)? 

- Drop down menu: 1 to 30 or more years, prefer not to say 

 

*If no was selected: 

i. As of last year, how many years had you been dancing? 

-  Drop down menu: 1 to 30 or more years, prefer not to say 

 

ii. As of last year, how many years had you been dancing competitively? 

- Drop down menu: 1 to 30 or more years, prefer not to say 

 

Competitive Dance Team Questions 
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a. What is the name of the dance team you are currently competing on or previously 

competed on prior to COVID-19? 

- Open response 

 

b. How many years have you been competing on your university dance team 

(including this year)? If you are not competing this year due to COVID-19, how 

many years had you been competing on your university dance team as of last 

season? 

- Select option: 1 year, 2 years, 3 years, 4 years, 5 or more years, prefer not to 

say 

 

c. Approximately how many dancers are on your team? If your team is not running 

this year due to COVID-19, how many dancers were on your team last year? 

- Drop down menu: 1, 2, 3, 4, 5, 6, 7, 8, 9, 10, 11, 12, 13, 14, 15, 16, 17, 18, 19, 

20, 21, 22, 23, 24, 25, 26, 27, 28, 29, 30, 31, 32, 33, 34, 35, 36, 37, 38, 39, 40, 

41, 42, 43, 44, 45, 46, 47, 48, 49, 50 or more, prefer not to say 

 

d. What is the turnover like on your team from year to year? How many dancers 

drop out, withdraw, and/or are not asked back onto the team?  

- Open response 

 

e. How is leadership determined on your team? (ex: coaches, presidents, executive 

team members, etc.) 

- Open response 

 

f. How are dancers selected for lines, groups, duet/trios, and solos on your team? 

- Open response 

 

g. How many months is your entire competitive season? 

- Drop down menu: 1 month, 2 months, 3 months, 4 months, 5 months, 6 

months, 7 months, 8 months, 9 months, 10 months, 11 months, 12 months, 

prefer not to say 

 

h. How many months do you train prior to competition?  

- Drop down menu: 1 month, 2 months, 3 months, 4 months, 5 months, 6 

months, 7 months, 8 months, 9 months, 10 months, 11 months, 12 months, 

prefer not to say 

 

i. How many competitions do you attend per year? 

- Drop down menu: 1 competition, 2 competitions, 3 competitions, 4 

competitions, 5 competitions, 6 competitions, 7 competitions, 8 competitions, 

9 competitions, 10 or more competitions, prefer not to say 

 

j. How many dances are you competing in this season? If you currently do not know 

how many dances you will be competing in, how many dances did you compete in 

last season? 
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- Drop down menu: 1 dance, 2 dances, 3 dances, 4 dancers, 5 dances, 6 dances, 

7 dances, 8 dances, 9 dances, 10 dances, 11 dances, 12 dances, 13 dances, 14 

dances, 15 or more dances, prefer not to say 

 

k. Approximately how many hours do you personally train per week? 

- Drop down menu: 1 hour, 2 hours, 3 hours, 4 hours, 5 hours, 6 hours, 7 hours, 

8 hours, 9 hours, 10 hours, 11 hours, 12 hours, 13 hours, 14 hours, 15 hours, 

16 hours, 17 hours, 18 hours, 19 hours, 20 hours, 21 hours, 22 hours, 23 

hours, 24 hours, 25 or more hours, prefer not to say 

 

l. Approximately how many days do you personally train per week? 

- Drop down menu: 1 day, 2 days, 3 days, 4 days, 5 days, 6 days, 7 days, prefer 

not to say 

 

m. Is there an “A Team” and a “B Team” at your university? 

- Select option: yes, no, I don’t know, prefer not to say 

 

*If yes is selected: 

i. Please describe the difference between the “A Team” and the “B Team” at your 

 university. 

- Open response 

 

n. Please describe the training facilities provided to you by your university.  

- Open response 

 

o. Does your university provide you with adequate training facilities? 

- Select option: yes, no, prefer not to say 

 

*If yes is selected: 

i. Please describe the training facility provided to you by the university. 

- Open response 

ii. Does your university provide you with an adequate number of hours to train in 

your space? 

- Select option: yes, no, I don’t know, prefer not to say 

 

*If no is selected: 

i. Where does your team train? 

- Open response 

ii. Is this an adequate training facility?  

- Select option: yes, no, prefer not to say 

 

p. Does your team train anywhere other than facilities provided to you by the 

university? 

- Open response 

 

q. Does your team have access to athletic therapy? 
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- Select option: yes, no, I don’t know, prefer not to say 

 

r. Does your team have access to academic resources and supports for student-

athletes? 

- Select option: yes, no, I don’t know, prefer not to say 

 

s. Does your team have access to reliable transportation to travel as a team to and 

from competition? 

- Select option: yes, no, I don’t know, prefer not to say 

 

t. Please describe how your team travels to and from competitions. 

- Open response 

 

u. Does your team receive funding from the university or athletic department? 

- Select option: yes, no, I don’t know, prefer not to say 

 

v. Do you have to pay for dance-related fees out of your own personal funds? 

- Select option: yes, no, prefer not to say 

 

w. Please describe how your competitive fees are paid for and the type of funding 

you receive from the university, if any. 

- Open response 

 

x. Is your team represented by your university’s athletic department? 

*If yes is selected: 

i. Does your team have full varsity status? 

- Select option: yes, no, I don’t know, prefer not to say 

 

ii. Are dancers on your team considered student-athletes by the university? 

- Select option: yes, no, I don’t know, prefer not to say 

 

iii. Have you been granted permission to wear your university’s colours and 

mascot on your clothing and apparel at competitions and events? 

- Select option: yes, no, I don’t know, prefer not to say 

 

*If no is selected: 

i. Is your team affiliated with the university?  

- Select option: yes, no, I don’t know, prefer not to say 

*If yes is selected: 

i. Is your team represented by your university’s student union? 

- Select option: yes, no, I don’t know, prefer not to say 

 

ii. Are dancers on your team considered student-athletes by the university? 

- Select option: yes, no, I don’t know, prefer not to say 
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iii. Have you been granted permission to wear your university’s colours and 

mascot on your clothing and apparel at competitions and events? 

- Select option: yes, no, I don’t know, prefer not to say 

 

y. Do you consider dancers on your team to be student-athletes? 

- Select option: yes, no, I don’t know, prefer not to say 

 

z. How would you describe your team’s status within the university?  

- Answer using a slider: (0 = little to no status, 50 = some status, 100 = 

High status) 

 

aa. If dancers do not make the competitive team, what are their alternatives, if any? 

(ex: cheerleading, pom team, recreational dance team, etc.) 

- Open response 

 

bb. Are there any additional barriers within your university that prevents your team 

from being successful throughout the year and/or at competitions? How may these 

barriers impact your participation and performance in dance? 

- Open response 

 

cc. What supports does your university offer your team, if any? 

- Open response 

 

dd. What do you/did you enjoy most about being on a competitive university dance 

team? 

- Open response 

 

ee. What do you/did you least enjoy about being on a competitive university dance 

team? 

- Open response 

 

Dance Definition Questions 

a. How do you define sport?  

- Open response 

 

b. How do you define an athlete?  

- Open response 

 

c. Do you think an athlete can be an artist? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

d. How do you define art? 

- Open response 

 

e. How do you define an artist? 

- Open response 
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f. Do you think an artist can be an athlete? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

g. Do you consider dance to be an art? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

h. Do you consider dance to be a sport? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

i. Do you think dance can be both an art and a sport?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

j. Do you think dance is neither an art nor a sport?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

k. Do you think dancers are artists?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

l. Do you think dancers are athletes?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

m. Do you think dancers can be both artists and athletes?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

n. Do you think dancers are neither artists nor athletes?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

o. How much do you believe your university values dance? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = extremely 

 

p. How much do you believe your university values the arts? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = extremely 

 

q. How much do you believe your university values athletics? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = extremely 

 

r. How much do you value dance? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = extremely 

 

s. How much do you value the arts? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = extremely 

 

t. How much do you value athletics? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = extremely 
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u. How important is it to you that dancers are considered athletes by the general 

population at your university?  

- Answer using a slider: 0 = not at all important, 50 = somewhat important, 100 

= extremely important 

 

v. How important is it to you that dancers are considered athletes by the athletic 

department at your university?  

- Answer using a slider: 0 = not at all important, 50 = somewhat important, 100 

= extremely important 

 

w. How important is it to you that dancers are considered athletes by the general 

public?  

- Answer using a slider: 0 = not at all important, 50 = somewhat important, 100 

= extremely important 

 

x. How important is it to you that dancers are considered artists by the general 

population at your university?  

- Answer using a slider: 0 = not at all important, 50 = somewhat important, 100 

= extremely important 

 

y. How important is it to you that dancers are considered artists by the athletic 

department at your university?  

- Answer using a slider: 0 = not at all important, 50 = somewhat important, 100 

= extremely important 

 

z. How important is it to you that dancers are considered artists by the general 

public?  

- Answer using a slider: 0 = not at all important, 50 = somewhat important, 100 

= extremely important 

 

aa. How familiar are you with U Sports and Ontario University Athletics?  

- Answer using a slider: 0 = not at all familiar, 50 = somewhat familiar, 100 = 

very familiar 

 

bb. Do you feel that your team would benefit from being a team represented by U 

Sports or Ontario University Athletics?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

cc. How is dance resourced compared to other sports at your university? (ex: funding, 

scholarships, studio space, social media promotion, transportation, etc.) 

- Open response 

 

Ten-Item Personality Inventory (TIPI)  

 

Here are number of personality traits that may or may not apply to you. Please select a 

number for each statement to indicate the extent to which you agree or disagree with that 
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statement. You should rate the extent to which the pair of traits applies to you, even if one 

characteristic applies more strongly than the other. 

 

 

I see myself as:  

 

1. Extraverted, enthusiastic 

2. Critical, quarrelsome 

3. Dependable, self-disciplined 

4. Anxious, easily upset 

5. Open to new experiences, complex 

6. Reserved, quiet 

7. Sympathetic, warm 

8. Disorganized, careless 

9. Calm, emotionally stable 

10. Conventional, uncreative 

 

Bem Sex-Role Inventory (BSRI) 

Rate yourself on each item, one a scale of 1 (never or almost never) to 7 (always or almost always 

true). 

1. Self-reliant 

2. Yielding 

3. Helpful 

4. Defends own beliefs 

5. Cheerful 

6. Moody 

7. Independent 

8. Shy 

9. Conscientious 

10. Athletic 

11. Affectionate 

12. Theatrical 

13. Assertive 

14. Flatterable 

15. Happy 

16. Strong personality 

17. Loyal 

18. Unpredictable 

19. Forceful 

20. Feminine 

1 2 3 4 5 6 7 

Disagree 

strongly 

Disagree 

moderately 

Disagree 

a little 

Neither 

agree nor 

disagree 

Agree a 

little 

Agree 

moderately 

Agree 

strongly 
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21. Reliable 

22. Analytical 

23. Sympathetic 

24. Jealous 

25. Has leadership abilities 

26. Sensitive to the needs of others 

27. Truthful 

28. Willing to take risks 

29. Understanding 

30. Secretive 

31. Makes decisions easily 

32. Compassionate 

33. Sincere 

34. Self-sufficient 

35. Eager to soothe hurt feelings 

36. Conceited 

37. Dominant 

38. Soft spoked 

39. Likeable 

40. Masculine 

41. Warm 

42. Solemn 

43. Willing to take a stand 

44. Tender 

45. Friendly 

46. Aggressive 

47. Gullible 

48. Inefficient 

49. Acts as a leader 

50. Childlike 

51. Adaptable 

52. Individualistic 

53. Does not use harsh language 

54. Unsystematic 

55. Competitive 

56. Loves children 

57. Tactful 

58. Ambitious 

59. Gentle 

60. Conventional 

 

Multidimensional Perfectionism Scale (MPS) 

 

Listed below are a number of statements concerning personal characteristics and traits. 

Read each item and decide whether you agree or disagree and to what extent. 
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1 2 3 4 5 6 7 

Disagree      Agree 

 

  

1. When I am working on something, I cannot relax until it is perfect.. 1 2 3 4 5 6 7 

2. I am not likely to criticize someone for giving up too easily………. 1 2 3 4 5 6 7 

3. It is not important that the people I am close with are successful…. 1 2 3 4 5 6 7 

4. I seldom criticize my friends for accepting second best…………… 1 2 3 4 5 6 7 

5. I find it difficult to meet others’ expectations of me………………. 1 2 3 4 5 6 7 

6. One of my goals is to be perfect in everything I do………………... 1 2 3 4 5 6 7 

7. Everything that others do must be of top-notch quality……………. 1 2 3 4 5 6 7 

8. I never aim for perfection on my work…………………………….. 1 2 3 4 5 6 7 

9. Those around me readily accept that I can make mistakes too…….. 1 2 3 4 5 6 7 

10. It doesn’t matter when someone close to me does not do their 

absolute best…………………………………………………………... 1 2 3 4 5 6 7 

11. The better I do, the better I am expected to do…………………… 1 2 3 4 5 6 7 

12. I seldom feel the need to be perfect………………………………. 1 2 3 4 5 6 7 

13. Anything that I do that is less than excellent will be seen as poor 

work by those around me……………………………………………... 1 2 3 4 5 6 7 

14. I strive to be as perfect as I can be………………………………... 1 2 3 4 5 6 7 

15. It is very important that I am perfect in everything I attempt…….. 1 2 3 4 5 6 7 

16. I have high expectations for the people who are important to me... 1 2 3 4 5 6 7 

17. I strive to be the best at everything I do…………………………... 1 2 3 4 5 6 7 

18. The people around me expect me to succeed at everything I do…. 1 2 3 4 5 6 7 

19. I do not have very high standards for those around me…………... 1 2 3 4 5 6 7 

20. I demand nothing less than perfection of myself…………………. 1 2 3 4 5 6 7 

21. Others will like me even if I don’t excel at everything…………… 1 2 3 4 5 6 7 

22. I can’t be bothered with people who won’t strive to better 

themselves…………………………………………………………….. 1 2 3 4 5 6 7 

23. It makes me uneasy to see an error in my work…………………... 1 2 3 4 5 6 7 

24. I do not expect a lot from my friends……………………………... 1 2 3 4 5 6 7 

25. Success means that I must work even harder to please others……. 1 2 3 4 5 6 7 

26. If I ask someone to do something, I expect it to be done 

flawlessly……………………………………………………………... 1 2 3 4 5 6 7 

27. I cannot stand to see people close to me make mistakes…………. 1 2 3 4 5 6 7 

28. I am perfectionistic in setting my goals…………………………... 1 2 3 4 5 6 7 

29. The people who matter to me should never let me down………… 1 2 3 4 5 6 7 

30. Others think I am okay, even when I do not succeed…………….. 1 2 3 4 5 6 7 

31. I feel that people are too demanding of me……………………….. 1 2 3 4 5 6 7 

32. I must work to my full potential at all times……………………… 1 2 3 4 5 6 7 

33. Although the may not say it, other people get very upset with me 

when I slip up…………………………………………………………. 1 2 3 4 5 6 7 

34. I do not have to be the best at whatever I am doing……………… 1 2 3 4 5 6 7 

35. My family expects me to be perfect………………………………. 1 2 3 4 5 6 7 

36. I do not have very high goals for myself…………………………. 1 2 3 4 5 6 7 

37. My parents rarely expected me to excel in all aspects of my life… 1 2 3 4 5 6 7 
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38. I respect people who are average…………………………………. 1 2 3 4 5 6 7 

39. People expect nothing less than perfection from me……………... 1 2 3 4 5 6 7 

40. I set very high standards for myself………………………………. 1 2 3 4 5 6 7 

41. People expect more from me than I am capable of giving………... 1 2 3 4 5 6 7 

42. I must always be successful at school or work…………………… 1 2 3 4 5 6 7 

43. It does not matter to me when a close friend does not try their 

hardest………………………………………………………………… 1 2 3 4 5 6 7 

44. People around me think I am still competent even I make a 

mistake………………………………………………………………... 1 2 3 4 5 6 7 

45. I seldom expect others to excel at whatever they do……………… 1 2 3 4 5 6 7 

 

New Perfectionism Items 

1. Do you consider dancers to be perfectionists?  

- Select option: yes, no, prefer not to say 

 

2. Do other people in your life consider dancers to be perfectionists? 

- Select option: yes, no, prefer not to say 

 

Social Dominance Orientation (SDO)  

 

Below are a series of statements with which you may either agree or disagree.  For each 

statement, please indicate the degree of your agreement or disagreement by writing in a 

number from 1 to 7 on the line next to it.  Please remember that there are no right or 

wrong answers, and that your first responses are usually the most accurate. 

 

Do not  1 2      3          4          5          6        7   Strongly

 Prefer not 

agree at all             agree   to 

say   
(1 to 7) 

 

1. Some groups of people are just more worthy than others.  

2. We should do what we can to equalize conditions for different groups.  

3. In getting what your group wants, it is sometimes necessary to use force against other 

groups. 

4. If certain groups of people stayed in their place, we would have fewer problems. 

5. We would have fewer problems if we treated different groups more equally.  

6. To get ahead in life, it is sometimes necessary to step on other groups.  

7. No one group should dominate in society.    

8. Group equality should be our ideal.   

9. All groups should be given an equal chance in life.  

10. We must increase social equality.   

11. Superior groups should dominate inferior groups.  

12. It’s probably a good thing that certain groups are at the top and other groups are at the 

bottom. 

13. We must strive to make incomes more equal. 
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14. Sometimes other groups must be kept in their place.   

15. It would be good if all groups could be equal.  

16. Inferior groups should stay in their place.   
 
Right-Wing Authoritarianism (RWA) Scale 

Please select your response, using the scale below.  

1 2 3 4 5 6 7 
Strongly  

Disagree 

Moderately 

Disagree 

Slightly 

Disagree 

Neither 

Disagree  

Nor Agree 

Slightly  

Agree 

Moderately 

Agree 

Strongly 

Agree 

 

Prefer not 

to say 

  

1 

 

2 

 

3 

 

4 

 

5 

 

6 

 

7 

 

1. Gays and lesbians are just as healthy and moral as anybody else. ○ ○ ○ ○ ○ ○ ○ 

2. Atheists and others who have rebelled against the established 

religions are no doubt every bit as good and virtuous as those who 

attend church regularly. 

○ ○ ○ ○ ○ ○ ○ 

3. There are many radical, immoral people in our country today who 

are trying to ruin it for their godless purposes, whom the authorities 

should put out of action. 

○ ○ ○ ○ ○ ○ ○ 

4. Our country will be destroyed someday if we do not smash the 

perversions eating away at our moral and traditional beliefs. 

○ ○ ○ ○ ○ ○ ○ 

5. The situation in our country is getting so serious, the strongest 

methods would be justified if they eliminated the troublemakers and 

got us back to our true path. 

○ ○ ○ ○ ○ ○ ○ 

6. Everyone should have their own lifestyle, religious beliefs, and 

sexual preferences, even if it makes them different from everyone 

else.  

○ ○ ○ ○ ○ ○ ○ 

7. People should pay less attention to the Bible and the other old 

traditional forms of religious guidance, and instead develop their 

own personal standards of what is moral and immoral. 

○ ○ ○ ○ ○ ○ ○ 

8. The only way our country can get through the crisis ahead is to 

get back to our traditional values, put some tough leaders in power, 

and silence the troublemakers spreading bad ideas. 

○ ○ ○ ○ ○ ○ ○ 

9. There is nothing wrong with premarital sexual intercourse. ○ ○ ○ ○ ○ ○ ○ ○ 

10. What our country really needs, instead of more “civil rights” is a 

good, stiff dose of law and order. 

○ ○ ○ ○ ○ ○ ○ ○ 
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11. Some of the best people in our country are those who are 

challenging our government, criticizing religion, and ignoring the 

“normal way” things are supposed to be done. 

○ ○ ○ ○ ○ ○ ○ ○ 

12. The facts on crime, sexual immorality, and the recent public 

disorders all show that we have to crack down harder on deviant 

groups and trouble-makers if we are going to save our moral 

standards and preserve law and order. 

○ ○ ○ ○ ○ ○ ○ ○ 

 

Final Questions 

1. Please describe your idea of a perfect athlete. 

- Open response 

 

2. Please describe your idea of a perfect artist. 

- Open response 

 

3. Please describe the top three challenges you think that athletes face in 

postsecondary contexts. 

- Open response 

 

4. Is there anything else about your experience on a competitive university dance 

team that you would like to share? 

- Open response 

 

End of Survey: 

Thank you for completing the survey! We really appreciate your support and interest in 

this research! 

Please provide an email address to be entered in the draw for Amazon gift cards. (open 

response) 

 

If you are interested in receiving the results from this study, please provide your email 

address. 

If you are interested in being contacted for an interview, please provide your email 

address so that we can get in touch about interview details if you are selected for an 

interview (open response) 

 

If you are interested in being contacted for future studies from The Brock Dance 

Research Lab and/or The Developmental Processes in Health and Well-Being Lab at 

Brock University, please provide your email address. (open response) 
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Appendix H- Coach Survey 

 
Examining Perceptions of Dance as a Sport in Ontario Universities 

Research Team: Natalie Tacuri, Dr. Dawn Zinga, & Dr. Danielle Molnar 

INVITATION 

You are invited to participate in a research project entitled, “Examining Perceptions of Dance 

as a Sport in Ontario Universities.” We are looking to recruit participants from three different 

groups: (1) competitive dancers in postsecondary, (2) coaches, captains, and team presidents on 

competitive dance teams in postsecondary, and (3) university athletic department staff. 

 

This research focuses on how competitive dancers, dance coaches, and athletic departments in 

postsecondary conceptualize dance and how this conceptualization may be present in how dance 

teams are managed, how resources are allocated, and the opportunities that are provided to 

dancers in postsecondary contexts. Each group of key informants will have the opportunity to 
share their individual beliefs, ideas, knowledge, and understanding about competitive dance and 

the ways in which dancers may or may not be considered athletes.  

 

More specifically, the current study aims to address the following research questions: (1) How do 

individuals in postsecondary athletic department contexts conceptualize dance?; (2) Are there 

differences in how individuals perceive dance with respect to contextual factors, previous 

exposure to dance, and key individual differences?; (3) Do these differences occur as a result of 

the individual’s role in the dance community? 

 

Natalie Tacuri, Dr. Dawn Zinga, and Dr. Danielle Molnar are conducting this research in the 

Department of Child and Youth Studies at Brock University. This study will be used in 

fulfillment of the student principal investigator’s degree requirements for a Master’s thesis. As 

Natalie Tacuri was previously a competitive dancer in university and is currently a competitive 

choreographer for a university dance team, some individuals may feel obligated to participate. It 

is very important to us that you decide whether or not you would like to share your thoughts with 

us and participate in the research. Natalie Tacuri will be able to complete her research project 

regardless of whether or not you choose to participate, and you need not feel that you need to 

participate.  

WHAT’S INVOLVED 

You will be asked to complete a 20-30 minute survey to answer questions about your 

experiences with competitive dance, your beliefs about dance as a sport and/or art, and your 

conceptions of dancers as athletes. Additionally, you will be asked questions pertaining to 

personality, gender, perfectionism, etc. All surveys are confidential. It is important to know that 

once you start the survey, you can’t close the window, as it is not possible to log out and then 

log back in to the survey once you have started. If you need to take a break while you are doing 

the survey, you can leave the tab or window with the survey open and then return to it later 

because there is no time limit. If you need to take a break, please remain at the computer station 

to protect the privacy of your answers, as you will need to leave the survey open. You will 

complete a consent portion prior to gaining access to the survey component. Following survey 

completion, you will be entered in a draw to win 1 of 2 $25 CAD Amazon gift cards and 1 of 1 

$50 Amazon gift cards.  

 

You will also have the option to participate in an online interview to further discuss your 

perceptions of dance in postsecondary contexts. Your interview will be approximately 60-90 
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minutes and will take place on LifeSize (a video conferencing app). Please note that if you are 

personally connected to Natalie Tacuri, another research team member will conduct your interview 

(alternate RA or one of the supervisors). If you feel that your internet connection is not strong or 

stable enough for an online interview, you are given the option to partake in a telephone interview 

instead. You can choose to do a survey and not an interview- it is completely up to you. At the 

end of your survey, you will be asked if you are interested in participating in an interview and if 

so, you will be asked to provide an email address to be contacted at. If you are selected for an 

interview, you will receive an email with the interview details within 2 weeks of completing your 

survey. Should you complete an interview, you will be compensated with a $20 CAD Amazon 

gift card for your participation. 

POTENTIAL BENEFITS AND RISKS 

The direct benefits of participating in this study other than the compensation detailed above is the 

ability for you to reflect on and share your perspectives on dance, sport, and art. Another positive 

outcome is to have your voice heard, and your opinions valued and respected. For the scientific 

community and the community at large, this research may offer insights into how to successfully 

support competitive dancers in postsecondary and assist athletic stakeholders in understanding 

competitive dance at the university level. There also may be risks associated with participation as 

some individuals could experience psychological risks or social risks related to voicing their 

opinions. These risks are not expected to be any more than you would face in your daily life 

activities. However, to minimize these, you will be repeatedly reminded only to share things you 

feel comfortable with sharing during the survey and interview components. 

CONFIDENTIALITY 

The survey and interview data are confidential, and this means that we will not let anybody see 

your answers. You will not be asked to put your name on the survey and you will not be asked 

for your name or anyone else’s name in your interview. You will be asked to provide an email 

address at the end of your survey if you are interested in being entered for the gift card draws. 

If you are interested in participating in the interview portion, you will be asked for your email. 

This will be used to book your interview time and for compensation purposes when the 

interview is complete. Your interview will be conducted via LifeSize and will be audio and 

video recorded. The video and audio files from your interview will be kept for seven years and 

will be stored on password-protected computers. All digital recordings will be destroyed after 

seven years, as required by APA and associated funding agencies. Only the research team will 

have access to the recordings and the recordings will only be used for data analysis purposes. 

All individuals with access will be required to sign and abide by confidentiality agreements. 

Once your interview is finished, it will be transcribed and linked to your ID code. You will 

also be assigned a pseudonym (another name to protect your identity). Your name and email 

will not be directly linked to your answers and your name will not be in any reports or 

presentations about what we find in this study, We will only use your pseudonym or state that 

“dancers reported that…” to refer to something you have said so that no one knows what you 

specifically shared with us. We will keep a password-protected master list that includes your 

name, email address, and ID number and this will be stored separately from your answers. All 

contact information is stored on secure password-protected laptops and on a password protected 

memory key that is stored in a secure and locked container 

VOLUNTARY PARTICIPATION 

You can decide not to participate in this study, as participation in this study is voluntary. You can 

skip questions in the survey that you find uncomfortable without being punished by selecting 
“prefer not to say.” You can also change your mind and stop participating in the study at any time 

by exiting the survey (ex: closing your web browser). If you choose to withdraw from the study, 



 

 

194 

 

you will NOT be entered in the draw. However, choosing “prefer not to say” will still allow you to 

be entered in the draw. You will not be able to withdraw after you submit your survey. Please 

remember that you are only entered to win a gift card for a completed survey.  

 

You have the option to participate in an online interview after completing your survey. The 

interview component is not required, it is optional to those who are interested.  You may choose 

not to answer any question during the interview and may inform the researcher that you would 

like to stop the interview at any time. If you choose to pass on certain questions, you will still be 

paid for the interview. If you choose to stop the interview prior to completion (before the midway 

point), you will not be compensated.  

PUBLICATION OF RESULTS 

Results of this study may be published in professional journals and presented at academic 

conferences. The results of this study will be emailed to you if you chose to provide your email 
address. The results will be available in Summer 2021.  If you have any questions at any point 

during the study or after the study, please contact Natalie Tacuri, student principal investigator, at 

nt14zd@brocku.ca , Dr. Dawn Zinga via email at dzinga@brocku.ca, or Dr. Danielle Molnar via 

email at dsiriannimolnar@brocku.ca. 

CONTACT INFORMATION AND ETHICS CLEARANCE 

If you have any questions about this study or require further information, please contact the 

student principal investigator, Natalie Tacuri using the contact information provided above. This 

study has been reviewed and received ethics clearance through the Research Ethics Board at 

Brock University (20-059). If you have any comments or concerns about your rights as a research 

participant, please contact the Research Ethics Office at (905) 688-5550 Ext. 3035, 

reb@brocku.ca.  Please retain the provided copy of this form for your records. Thank you for 

your assistance in this project. 

GETTING STARTED 

If you are interested in participating, please use the survey link below to access the survey. There 

is a consent section in the survey that reviews the information covered in this invitation letter. 

You will then be asked to enter the ID code below to begin the survey.  

 

We appreciate your time and attention in considering this invitation. Please reach out to us if you 

have any questions at any time. Thank you for supporting our research. 

 

Sincerely, 

Natalie Tacuri, Dr. Dawn Zinga, and Dr. Danielle Molnar 

Consent 
 

This study uses “consent by act.” This means that by doing the survey, you are giving 

consent and agree that: 

 

You have read this form and understand what it means to participate and what your 

role is. You have asked any questions you may have and they have been answered. 

You have the contact information of who to call or email if you have questions in the 

future. You understand that your participation in this study is voluntary, and if for any 

mailto:nt14zd@brocku.ca
mailto:dzinga@brocku.ca
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reason, at any time, you wish to leave the study you can do so without having to give 

an explanation. 

You understand that if you withdraw from the study you will not be compensated for 

that portion of the study. 

You understand that once you submit a survey, it cannot be withdrawn.  

You understand that you do not have to answer any question that you do not want to by 

choosing “prefer not to say” without penalty. 

 

Question Blocks (to be randomized) 

1. Demographic Questions 

2. Coaching Questions 

3. Competitive Dance Team Questions 

4. Dance Definition Questions 

5. Ten-Item Personality Inventory (Gosling, Rentfrow, & Swann, 2003)  

6. Bem Sex-Role Inventory (Bem, 1974) 

7. Multidimensional Perfectionism Scale (Hewitt & Flett, 1991) 

8. Social Dominance Orientation (Pratto, Sidanius, Stallworth, & Malle, 1994) 

9. Right-Wing Authoritarianism (Altemeyer, 1981) 

 

Demographic Questions 

a. What is your gender? 

- Select option: male, female, non-binary/gender non-conforming, other, prefer 

not to say 

 

b. What is your age? 

- Drop down menu: 18 years to 90 years or older, prefer not to say 

 

c. What is your race? Select all that apply. 

- Select option: Black, Caucasian (white), Asian, First Nation, Inuit, Metis, 

Mixed/multiracial, Arabic, Latino/Hispanic, other, prefer not to say 

 

d. What country were you born in? 

- Open response 

 

e. What is your nationality? 

- Open response 

 

f. What is your highest level of education? 

- Select: high school graduate, college graduate, bachelor’s degree, master’s 

degree, doctorate degree, prefer not to say 

 

g. What type of degree/diploma do you have? What was your program of study? If 

you are currently in school, what is your program of study? 

- Open response 
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h. What is your current occupation? 

- Open response 

 

i. What is your average household income? 

- Drop down menu: $0-$9,999, $10,000-$19,999, $20,000-$29,999, $30,000-

$39,999, $40,000-$49,999, $50,000-$59,999, $60,000-$69,999, $70,000-

$79,999, $80,000-$89,999, $90,000-$99,999, $100,000-$109,999, $110,000-

$119,999, $120,000-$129,999, $130,000-$139,999, $140,000-$149,999, 

$150,000-$159,999, $160,000-$169,999, $170,000-$179,999, $180,000-

$189,999, $190,000-$199,999, $200,000 or more, prefer not to say 

 

Coaching Questions  

a. Due to COVID-19, are you coaching this year? 

- Select option: yes, no, prefer not to say 

 

*If yes was selected: 

i. What is the name of the university you are coaching for?  

- Drop down menu: Algoma University, Brock University, Carleton University, 

University of Guelph, University of Guelph-Humber, Lakehead University, 

Laurentian University, McMaster University, Nipissing University, Ontario 

Tech University, University of Ottawa, Queen’s University, Royal Military 

College of Canada, Ryerson University, University of Toronto, Trent 

University, University of Waterloo, Western University, Wilfrid Laurier 

University, University of Windsor, York University, Other (open response) 

 

ii. What is the name of the dance team you are currently coaching for?  

- Open response 

 

iii. How many years have you been coaching (including this year)? 

- Drop down menu: 1 to 70 years, prefer not to say 

 

iv. Approximately how many dancers are on the team you are coaching for? 

- Drop down menu: 1, 2, 3, 4, 5, 6, 7, 8, 9, 10, 11, 12, 13, 14, 15, 16, 17, 18, 19, 

20, 21, 22, 23, 24, 25, 26, 27, 28, 29, 30, 31, 32, 33, 34, 35, 36, 37, 38, 39, 40, 

41, 42, 43, 44, 45, 46, 47, 48, 49, 50 or more, prefer not to say 

 

*If no was selected: 

i. What is the name of the university you coached for last year?  

- Drop down menu: Algoma University, Brock University, Carleton University, 

University of Guelph, University of Guelph-Humber, Lakehead University, 

Laurentian University, McMaster University, Nipissing University, Ontario 

Tech University, University of Ottawa, Queen’s University, Royal Military 

College of Canada, Ryerson University, University of Toronto, Trent 

University, University of Waterloo, Western University, Wilfrid Laurier 

University, University of Windsor, York University, Other (open response) 
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ii. What is the name of the dance team you coached for last year?  

- Open response 

 

iii. As of last year, how many years had you been coaching? 

- Drop down menu: 1 to 70 years, prefer not to say 

 

iv. Approximately how many dancers were on the team you are coaching for last 

year? 

- Drop down menu: 1, 2, 3, 4, 5, 6, 7, 8, 9, 10, 11, 12, 13, 14, 15, 16, 17, 18, 19, 

20, 21, 22, 23, 24, 25, 26, 27, 28, 29, 30, 31, 32, 33, 34, 35, 36, 37, 38, 39, 40, 

41, 42, 43, 44, 45, 46, 47, 48, 49, 50 or more, prefer not to say 

 

b. What is the turnover like on your team from year to year? How many dancers 

drop out, withdraw, and/or are not asked back onto the team?  

- Open response 

 

c. How many years did you dance competitively (including this year if you are still 

competing)? 

- Drop down menu: 0 to 30 or more years, prefer not to say 

-  
d. Did you receive any formal training or certifications to become a coach? 

- Select option: yes, no, prefer not to say 

 

*If yes was selected: 

i. Did the university require you to have this training or certification? 

- Select option: yes, no, prefer not to say 

ii. Please explain the type of training or certification you received. 

- Open response 

 

e. Is your team required to have a coach by the university or athletic department? 

- Select option: yes, no, I don’t know, prefer not to say 

 

f. Are you being paid for your coaching position? 

- Select option: yes, no, prefer not to say 

 

g. Approximately how many hours do you coach per week? If you are not coaching 

this year due to COVID-19, how many hours did you coach per week last year? 

- Drop down menu: 1 hour, 2 hours, 3 hours, 4 hours, 5 hours, 6 hours, 7 hours, 

8 hours, 9 hours, 10 hours, 11 hours, 12 hours, 13 hours, 14 hours, 15 hours, 

16 hours, 17 hours, 18 hours, 19 hours, 20 hours, 21 hours, 22 hours, 23 

hours, 24 hours, 25 hours or more, prefer not to say 

 

h. Approximately how many days do you coach per week? If you are not coaching 

this year due to COVID-19, how many days did you coach per week last year? 

- Drop down menu: 1 day, 2 days, 3 days, 4 days, 5 days, 6 days, 7 days, prefer 

not to say 
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i. Please describe your roles and responsibilities as a competitive dance team coach 

in postsecondary. 

- Open response 

 

Competitive Dance Team Questions 

a. How is leadership determined on your team? (ex: coaches, presidents, executive 

team members, etc.) 

- Open response 

 

b. How are dancers selected for lines, groups, duet/trios, and solos on your team? 

- Open response 

 

c. Is there an “A Team” and a “B Team” at your university? If so, please describe 

the teams. 

- Select option: yes, no, I don’t know, prefer not to say 

 

*If yes is selected: 

i. Please describe the difference between the “A Team” and the “B Team” at your 

 university. 

- Open response 

 

d. Please describe the training facilities provided to you by your university.  

- Open response 

 

e. Does your university provide you with adequate training facilities? 

- Select option: yes, no, prefer not to say 

 

*If yes is selected: 

i. Please describe the training facility provided to you by the university. 

- Open response 

ii. Does your university provide you with an adequate number of hours to train in 

your space? 

- Select option: yes, no, I don’t know, prefer not to say 

 

*If no is selected: 

i. Where does your team train? 

- Open response 

ii. Is this an adequate training facility?  

- Select option: yes, no, prefer not to say 

 

f. Does your team train anywhere other than facilities provided to you by the 

university? 

- Open response 

 

g. Does your team have access to athletic therapy? 
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- Select option: yes, no, I don’t know, prefer not to say 

 

h. Does your team have access to academic resources and supports for student-

athletes? 

- Select option: yes, no, I don’t know, prefer not to say 

 

i. Does your team have access to reliable transportation to travel as a team to and 

from competition? 

- Select option: yes, no, I don’t know, prefer not to say 

 

j. Please describe how your team travels to and from competitions. 

- Open response 

 

k. Does your team receive funding from the university or athletic department? 

- Select option: yes, no, I don’t know, prefer not to say 

 

l. Does your team have to pay for dance-related fees out of their own personal 

funds? 

- Select option: yes, no, prefer not to say 

 

m. Please describe how your competitive fees are paid for and the type of funding 

you receive from the university, if any. 

- Open response 

 

n. Is your team represented by your university’s athletic department? 

*If yes is selected: 

i. Does your team have full varsity status? 

- Select option: yes, no, I don’t know, prefer not to say 

 

ii. Are dancers on your team considered student-athletes by the university? 

- Select option: yes, no, I don’t know, prefer not to say 

 

iii. Have you been granted permission to wear your university’s colours and 

mascot on your team’s clothing and apparel at competitions and events? 

- Select option: yes, no, I don’t know, prefer not to say 

 

*If no is selected: 

i. Is your team affiliated with the university?  

- Select option: yes, no, I don’t know, prefer not to say 

*If yes is selected: 

i. Is your team represented by your university’s student union? 

- Select option: yes, no, I don’t know, prefer not to say 

 

ii. Are dancers on your team considered student-athletes by the university? 

- Select option: yes, no, I don’t know, prefer not to say 
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iii. Have you been granted permission to wear your university’s colours and 

mascot on your team’s clothing and apparel at competitions and events? 

- Select option: yes, no, I don’t know, prefer not to say 

 

o. Do you consider dancers on your team to be student-athletes? 

- Select option: yes, no, I don’t know, prefer not to say 

 

p. How would you describe your team’s status within the university?  

- Answer using a slider: (0 = little to no status, 50 = some status, 100 = high 

status) 

 

q. If dancers do not make the competitive team, what are their alternatives, if any? 

(ex: cheerleading, pom team, recreational dance team, etc.) 

- Open response 

 

r. Are there any additional barriers within your university that prevents your team 

from being successful throughout the year and/or at competitions? How may these 

barriers impact your participation and performance in dance? 

- Open response 

 

s. What supports does your university offer your team, if any? 

- Open response 

 

t. What do you/did you enjoy most about coaching a university dance team? 

- Open response 

 

u. What do you/did you least enjoy about coaching a competitive university dance 

team? 

- Open response 

 

Dance Definition Questions 

a. How do you define sport?  

- Open response 

 

b. How do you define an athlete?  

- Open response 

 

c. Do you think an athlete can be an artist? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

d. How do you define art? 

- Open response 

 

e. How do you define an artist? 

- Open response 
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f. Do you think an artist can be an athlete? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

g. Do you consider dance to be an art? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

h. Do you consider dance to be a sport? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

i. Do you think dance can be both an art and a sport?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

j. Do you think dance is neither an art nor a sport?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

k. Do you think dancers are artists?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

l. Do you think dancers are athletes?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

m. Do you think dancers can be both artists and athletes?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

n. Do you think dancers are neither artists nor athletes?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

o. How much do you believe your university values dance? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = extremely 

 

p. How much do you believe your university values the arts? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = extremely 

 

q. How much do you believe your university values athletics? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = extremely 

 

r. How much do you value dance? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = extremely 

 

s. How much do you value the arts? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = extremely 

 

t. How much do you value athletics? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = extremely 
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u. How important is it to you that dancers are considered athletes by the general 

population at your university?  

- Answer using a slider: 0 = not at all important, 50 = somewhat important, 100 

= extremely important 

 

v. How important is it to you that dancers are considered athletes by the athletic 

department at your university?  

- Answer using a slider: 0 = not at all important, 50 = somewhat important, 100 

= extremely important 

 

w. How important is it to you that dancers are considered athletes by the general 

public?  

- Answer using a slider: 0 = not at all important, 50 = somewhat important, 100 

= extremely important 

 

x. How important is it to you that dancers are considered artists by the general 

population at your university?  

- Answer using a slider: 0 = not at all important, 50 = somewhat important, 100 

= extremely important 

 

y. How important is it to you that dancers are considered artists by the athletic 

department at your university?  

- Answer using a slider: 0 = not at all important, 50 = somewhat important, 100 

= extremely important 

 

z. How important is it to you that dancers are considered artists by the general 

public?  

- Answer using a slider: 0 = not at all important, 50 = somewhat important, 100 

= extremely important 

 

aa. How familiar are you with U Sports and Ontario University Athletics?  

- Answer using a slider: 0 = not at all familiar, 50 = somewhat familiar, 100 = 

very familiar 

 

bb. Do you feel that your team would benefit from being a team represented by U 

Sports or Ontario University Athletics?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

cc. How is dance resourced compared to other sports at your university? (ex: 

funding, scholarships, studio space, social media promotion, transportation, etc.) 

- Open response 

 

Ten-Item Personality Inventory (TIPI)  

 

Here are number of personality traits that may or may not apply to you. Please select a 

number for each statement to indicate the extent to which you agree or disagree with that 
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statement. You should rate the extent to which the pair of traits applies to you, even if one 

characteristic applies more strongly than the other. 

 

 

I see myself as:  

 

1. Extraverted, enthusiastic 

2. Critical, quarrelsome 

3. Dependable, self-disciplined 

4. Anxious, easily upset 

5. Open to new experiences, complex 

6. Reserved, quiet 

7. Sympathetic, warm 

8. Disorganized, careless 

9. Calm, emotionally stable 

10. Conventional, uncreative 

 

Bem Sex-Role Inventory (BSRI) 

Rate yourself on each item, one a scale of 1 (never or almost never) to 7 (always or almost always 

true). 

1. Self-reliant 

2. Yielding 

3. Helpful 

4. Defends own beliefs 

5. Cheerful 

6. Moody 

7. Independent 

8. Shy 

9. Conscientious 

10. Athletic 

11. Affectionate 

12. Theatrical 

13. Assertive 

14. Flatterable 

15. Happy 

16. Strong personality 

17. Loyal 

18. Unpredictable 

19. Forceful 

20. Feminine 

1 2 3 4 5 6 7 

Disagree 

strongly 

Disagree 

moderately 

Disagree 

a little 

Neither 

agree nor 

disagree 

Agree a 

little 

Agree 

moderately 

Agree 

strongly 
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21. Reliable 

22. Analytical 

23. Sympathetic 

24. Jealous 

25. Has leadership abilities 

26. Sensitive to the needs of others 

27. Truthful 

28. Willing to take risks 

29. Understanding 

30. Secretive 

31. Makes decisions easily 

32. Compassionate 

33. Sincere 

34. Self-sufficient 

35. Eager to soothe hurt feelings 

36. Conceited 

37. Dominant 

38. Soft spoked 

39. Likeable 

40. Masculine 

41. Warm 

42. Solemn 

43. Willing to take a stand 

44. Tender 

45. Friendly 

46. Aggressive 

47. Gullible 

48. Inefficient 

49. Acts as a leader 

50. Childlike 

51. Adaptable 

52. Individualistic 

53. Does not use harsh language 

54. Unsystematic 

55. Competitive 

56. Loves children 

57. Tactful 

58. Ambitious 

59. Gentle 

60. Conventional 

 

Multidimensional Perfectionism Scale (MPS) 

 

Listed below are a number of statements concerning personal characteristics and traits. 

Read each item and decide whether you agree or disagree and to what extent. 
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1 2 3 4 5 6 7 

Disagree      Agree 

 

  

1. When I am working on something, I cannot relax until it is perfect.. 1 2 3 4 5 6 7 

2. I am not likely to criticize someone for giving up too easily………. 1 2 3 4 5 6 7 

3. It is not important that the people I am close with are successful…. 1 2 3 4 5 6 7 

4. I seldom criticize my friends for accepting second best…………… 1 2 3 4 5 6 7 

5. I find it difficult to meet others’ expectations of me………………. 1 2 3 4 5 6 7 

6. One of my goals is to be perfect in everything I do………………... 1 2 3 4 5 6 7 

7. Everything that others do must be of top-notch quality……………. 1 2 3 4 5 6 7 

8. I never aim for perfection on my work…………………………….. 1 2 3 4 5 6 7 

9. Those around me readily accept that I can make mistakes too…….. 1 2 3 4 5 6 7 

10. It doesn’t matter when someone close to me does not do their 

absolute best…………………………………………………………... 1 2 3 4 5 6 7 

11. The better I do, the better I am expected to do…………………… 1 2 3 4 5 6 7 

12. I seldom feel the need to be perfect………………………………. 1 2 3 4 5 6 7 

13. Anything that I do that is less than excellent will be seen as poor 

work by those around me……………………………………………... 1 2 3 4 5 6 7 

14. I strive to be as perfect as I can be………………………………... 1 2 3 4 5 6 7 

15. It is very important that I am perfect in everything I attempt…….. 1 2 3 4 5 6 7 

16. I have high expectations for the people who are important to me... 1 2 3 4 5 6 7 

17. I strive to be the best at everything I do…………………………... 1 2 3 4 5 6 7 

18. The people around me expect me to succeed at everything I do…. 1 2 3 4 5 6 7 

19. I do not have very high standards for those around me…………... 1 2 3 4 5 6 7 

20. I demand nothing less than perfection of myself…………………. 1 2 3 4 5 6 7 

21. Others will like me even if I don’t excel at everything…………… 1 2 3 4 5 6 7 

22. I can’t be bothered with people who won’t strive to better 

themselves…………………………………………………………….. 1 2 3 4 5 6 7 

23. It makes me uneasy to see an error in my work…………………... 1 2 3 4 5 6 7 

24. I do not expect a lot from my friends……………………………... 1 2 3 4 5 6 7 

25. Success means that I must work even harder to please others……. 1 2 3 4 5 6 7 

26. If I ask someone to do something, I expect it to be done 

flawlessly……………………………………………………………... 1 2 3 4 5 6 7 

27. I cannot stand to see people close to me make mistakes…………. 1 2 3 4 5 6 7 

28. I am perfectionistic in setting my goals…………………………... 1 2 3 4 5 6 7 

29. The people who matter to me should never let me down………… 1 2 3 4 5 6 7 

30. Others think I am okay, even when I do not succeed…………….. 1 2 3 4 5 6 7 

31. I feel that people are too demanding of me……………………….. 1 2 3 4 5 6 7 

32. I must work to my full potential at all times……………………… 1 2 3 4 5 6 7 

33. Although the may not say it, other people get very upset with me 

when I slip up…………………………………………………………. 1 2 3 4 5 6 7 

34. I do not have to be the best at whatever I am doing……………… 1 2 3 4 5 6 7 

35. My family expects me to be perfect………………………………. 1 2 3 4 5 6 7 

36. I do not have very high goals for myself…………………………. 1 2 3 4 5 6 7 

37. My parents rarely expected me to excel in all aspects of my life… 1 2 3 4 5 6 7 
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38. I respect people who are average…………………………………. 1 2 3 4 5 6 7 

39. People expect nothing less than perfection from me……………... 1 2 3 4 5 6 7 

40. I set very high standards for myself………………………………. 1 2 3 4 5 6 7 

41. People expect more from me than I am capable of giving………... 1 2 3 4 5 6 7 

42. I must always be successful at school or work…………………… 1 2 3 4 5 6 7 

43. It does not matter to me when a close friend does not try their 

hardest………………………………………………………………… 1 2 3 4 5 6 7 

44. People around me think I am still competent even I make a 

mistake………………………………………………………………... 1 2 3 4 5 6 7 

45. I seldom expect others to excel at whatever they do……………… 1 2 3 4 5 6 7 

 

New Perfectionism Item 

i. Do you consider dancers to be perfectionists?  

- Select option: yes, no, prefer not to say 

 

Social Dominance Orientation (SDO)  

 

Below are a series of statements with which you may either agree or disagree.  For each 

statement, please indicate the degree of your agreement or disagreement by writing in a 

number from 1 to 7 on the line next to it.  Please remember that there are no right or 

wrong answers, and that your first responses are usually the most accurate. 

 

Do not  1 2      3          4          5          6        7   Strongly

 Prefer not 

agree at all             agree   to 

say   
(1 to 7) 

 

1. Some groups of people are just more worthy than others.  

2. We should do what we can to equalize conditions for different groups.  

3. In getting what your group wants, it is sometimes necessary to use force against other 

groups. 

4. If certain groups of people stayed in their place, we would have fewer problems. 

5. We would have fewer problems if we treated different groups more equally.  

6. To get ahead in life, it is sometimes necessary to step on other groups.  

7. No one group should dominate in society.    

8. Group equality should be our ideal.   

9. All groups should be given an equal chance in life.  

10. We must increase social equality.   

11. Superior groups should dominate inferior groups.  

12. It’s probably a good thing that certain groups are at the top and other groups are at the 

bottom. 

13. We must strive to make incomes more equal. 

14. Sometimes other groups must be kept in their place.   

15. It would be good if all groups could be equal.  

16. Inferior groups should stay in their place.   
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Right-Wing Authoritarianism (RWA) Scale 

Please select your response, using the scale below.  

1 2 3 4 5 6 7 
Strongly  

Disagree 

Moderately 

Disagree 

Slightly 

Disagree 

Neither 

Disagree  

Nor Agree 

Slightly  

Agree 

Moderately 

Agree 

Strongly 

Agree 

 

Prefer not 

to say 

  

1 

 

2 

 

3 

 

4 

 

5 

 

6 

 

7 

 

1. Gays and lesbians are just as healthy and moral as anybody else. ○ ○ ○ ○ ○ ○ ○ 

2. Atheists and others who have rebelled against the established 

religions are no doubt every bit as good and virtuous as those who 

attend church regularly. 

○ ○ ○ ○ ○ ○ ○ 

3. There are many radical, immoral people in our country today who 

are trying to ruin it for their godless purposes, whom the authorities 

should put out of action. 

○ ○ ○ ○ ○ ○ ○ 

4. Our country will be destroyed someday if we do not smash the 

perversions eating away at our moral and traditional beliefs. 

○ ○ ○ ○ ○ ○ ○ 

5. The situation in our country is getting so serious, the strongest 

methods would be justified if they eliminated the troublemakers and 

got us back to our true path. 

○ ○ ○ ○ ○ ○ ○ 

6. Everyone should have their own lifestyle, religious beliefs, and 

sexual preferences, even if it makes them different from everyone 

else.  

○ ○ ○ ○ ○ ○ ○ 

7. People should pay less attention to the Bible and the other old 

traditional forms of religious guidance, and instead develop their 

own personal standards of what is moral and immoral. 

○ ○ ○ ○ ○ ○ ○ 

8. The only way our country can get through the crisis ahead is to 

get back to our traditional values, put some tough leaders in power, 

and silence the troublemakers spreading bad ideas. 

○ ○ ○ ○ ○ ○ ○ 

9. There is nothing wrong with premarital sexual intercourse. ○ ○ ○ ○ ○ ○ ○ ○ 

10. What our country really needs, instead of more “civil rights” is a 

good, stiff dose of law and order. 

○ ○ ○ ○ ○ ○ ○ ○ 

11. Some of the best people in our country are those who are 

challenging our government, criticizing religion, and ignoring the 

“normal way” things are supposed to be done. 

○ ○ ○ ○ ○ ○ ○ ○ 

12. The facts on crime, sexual immorality, and the recent public 

disorders all show that we have to crack down harder on deviant 

○ ○ ○ ○ ○ ○ ○ ○ 



 

 

208 

 

groups and trouble-makers if we are going to save our moral 

standards and preserve law and order. 

 

Final Questions 

1. Please describe your idea of a perfect athlete. 

- Open response 

 

2. Please describe your idea of a perfect artist. 

- Open response 

 

3. Please describe the top three challenges you think that athletes face in 

postsecondary contexts. 

- Open response 

 

4. Is there anything else about your experience coaching a competitive university 

dance team that you would like to share? 

- Open response 

 

End of Survey: 

 

Thank you for completing the survey! We really appreciate your support and interest in 

this research! 

Please provide an email address to be entered in the draw for Amazon gift cards. (open 

response) 

 

If you are interested in receiving the results from this study, please provide your email 

address. 

If you are interested in being contacted for an interview, please provide your email 

address so that we can get in touch about interview details if you are selected for an 

interview (open response) 

 

If you are interested in being contacted for future studies from The Brock Dance 

Research Lab and/or The Developmental Processes in Health and Well-Being Lab at 

Brock University, please provide your email address. (open response) 
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Appendix I- Athletic Department Staff Survey 

 
Examining Perceptions of Dance as a Sport in Ontario Universities 

Research Team: Natalie Tacuri, Dr. Dawn Zinga, & Dr. Danielle Molnar 

INVITATION 

You are invited to participate in a research project entitled, “Examining Perceptions of Dance 

as a Sport in Ontario Universities.” We are looking to recruit participants from three different 

groups: (1) competitive dancers in postsecondary, (2) coaches, captains, and team presidents on 

competitive dance teams in postsecondary, and (3) university athletic department staff. 

 

This research focuses on how competitive dancers, dance coaches, and athletic departments in 

postsecondary conceptualize dance and how this conceptualization may be present in how dance 

teams are managed, how resources are allocated, and the opportunities that are provided to 

dancers in postsecondary contexts. Each group of key informants will have the opportunity to 
share their individual beliefs, ideas, knowledge, and understanding about competitive dance and 

the ways in which dancers may or may not be considered athletes.  

 

More specifically, the current study aims to address the following research questions: (1) How do 

individuals in postsecondary athletic department contexts conceptualize dance?; (2) Are there 

differences in how individuals perceive dance with respect to contextual factors, previous 

exposure to dance, and key individual differences?; (3) Do these differences occur as a result of 

the individual’s role in the dance community? 

 

Natalie Tacuri, Dr. Dawn Zinga, and Dr. Danielle Molnar are conducting this research in the 

Department of Child and Youth Studies at Brock University. This study will be used in 

fulfillment of the student principal investigator’s degree requirements for a Master’s thesis. As 

Natalie Tacuri was previously a competitive dancer in university and is currently a competitive 

choreographer for a university dance team, some individuals may feel obligated to participate. It 

is very important to us that you decide whether or not you would like to share your thoughts with 

us and participate in the research. Natalie Tacuri will be able to complete her research project 

regardless of whether or not you choose to participate, and you need not feel that you need to 

participate.  

WHAT’S INVOLVED 

You will be asked to complete a 20-30 minute survey to answer questions about your 

experiences with competitive dance, your beliefs about dance as a sport and/or art, and your 

conceptions of dancers as athletes. Additionally, you will be asked questions pertaining to 

personality, gender, perfectionism, etc. All surveys are confidential. It is important to know that 

once you start the survey, you can’t close the window, as it is not possible to log out and then 

log back in to the survey once you have started. If you need to take a break while you are doing 

the survey, you can leave the tab or window with the survey open and then return to it later 

because there is no time limit. If you need to take a break, please remain at the computer station 

to protect the privacy of your answers, as you will need to leave the survey open. You will 

complete a consent portion prior to gaining access to the survey component. Following survey 

completion, you will be entered in a draw to win 1 of 2 $25 CAD Amazon gift cards and 1 of 1 

$50 Amazon gift cards.  

 

You will also have the option to participate in an online interview to further discuss your 

perceptions of dance in postsecondary contexts. Your interview will be approximately 60-90 



 

 

210 

 

minutes and will take place on LifeSize (a video conferencing app). Please note that if you are 

personally connected to Natalie Tacuri, another research team member will conduct your interview 

(alternate RA or one of the supervisors). If you feel that your internet connection is not strong or 

stable enough for an online interview, you are given the option to partake in a telephone interview 

instead. You can choose to do a survey and not an interview- it is completely up to you. At the 

end of your survey, you will be asked if you are interested in participating in an interview and if 

so, you will be asked to provide an email address to be contacted at. If you are selected for an 

interview, you will receive an email with the interview details within 2 weeks of completing your 

survey. Should you complete an interview, you will be compensated with a $20 CAD Amazon 

gift card for your participation. 

POTENTIAL BENEFITS AND RISKS 

The direct benefits of participating in this study other than the compensation detailed above is the 

ability for you to reflect on and share your perspectives on dance, sport, and art. Another positive 

outcome is to have your voice heard, and your opinions valued and respected. For the scientific 

community and the community at large, this research may offer insights into how to successfully 

support competitive dancers in postsecondary and assist athletic stakeholders in understanding 

competitive dance at the university level. There also may be risks associated with participation as 

some individuals could experience psychological risks or social risks related to voicing their 

opinions. These risks are not expected to be any more than you would face in your daily life 

activities. However, to minimize these, you will be repeatedly reminded only to share things you 

feel comfortable with sharing during the survey and interview components. 

CONFIDENTIALITY 

The survey and interview data are confidential, and this means that we will not let anybody see 

your answers. You will not be asked to put your name on the survey and you will not be asked 

for your name or anyone else’s name in your interview. You will be asked to provide an email 

address at the end of your survey if you are interested in being entered for the gift card draws. 

If you are interested in participating in the interview portion, you will be asked for your email. 

This will be used to book your interview time and for compensation purposes when the 

interview is complete. Your interview will be conducted via LifeSize and will be audio and 

video recorded. The video and audio files from your interview will be kept for seven years and 

will be stored on password-protected computers. All digital recordings will be destroyed after 

seven years, as required by APA and associated funding agencies. Only the research team will 

have access to the recordings and the recordings will only be used for data analysis purposes. 

All individuals with access will be required to sign and abide by confidentiality agreements. 

Once your interview is finished, it will be transcribed and linked to your ID code. You will 

also be assigned a pseudonym (another name to protect your identity). Your name and email 

will not be directly linked to your answers and your name will not be in any reports or 

presentations about what we find in this study. We will only use your pseudonym or state that 

“dancers reported that…” to refer to something you have said so that no one knows what you 

specifically shared with us. We will keep a password-protected master list that includes your 

name, email address, and ID number and this will be stored separately from your answers. All 

contact information is stored on secure password-protected laptops and on a password protected 

memory key that is stored in a secure and locked container 

VOLUNTARY PARTICIPATION 

You can decide not to participate in this study, as participation in this study is voluntary. You can 

skip questions in the survey that you find uncomfortable without being punished by selecting 
“prefer not to say.” You can also change your mind and stop participating in the study at any time 

by exiting the survey (ex: closing your web browser). If you choose to withdraw from the study, 
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you will NOT be entered in the draw. However, choosing “prefer not to say” will still allow you to 

be entered in the draw. You will not be able to withdraw after you submit your survey. Please 

remember that you are only entered to win a gift card for a completed survey.  

 

You have the option to participate in an online interview after completing your survey. The 

interview component is not required, it is optional to those who are interested.  You may choose 

not to answer any question during the interview and may inform the researcher that you would 

like to stop the interview at any time. If you choose to pass on certain questions, you will still be 

paid for the interview. If you choose to stop the interview prior to completion (before the midway 

point), you will not be compensated.  

PUBLICATION OF RESULTS 

Results of this study may be published in professional journals and presented at academic 

conferences. The results of this study will be emailed to you if you chose to provide your email 
address. The results will be available in Summer 2021.  If you have any questions at any point 

during the study or after the study, please contact Natalie Tacuri, student principal investigator, at 

nt14zd@brocku.ca , Dr. Dawn Zinga via email at dzinga@brocku.ca, or Dr. Danielle Molnar via 

email at dsiriannimolnar@brocku.ca. 

CONTACT INFORMATION AND ETHICS CLEARANCE 

If you have any questions about this study or require further information, please contact the 

student principal investigator, Natalie Tacuri using the contact information provided above. This 

study has been reviewed and received ethics clearance through the Research Ethics Board at 

Brock University (20-059). If you have any comments or concerns about your rights as a research 

participant, please contact the Research Ethics Office at (905) 688-5550 Ext. 3035, 

reb@brocku.ca.  Please retain the provided copy of this form for your records. Thank you for 

your assistance in this project. 

GETTING STARTED 

If you are interested in participating, please use the survey link below to access the survey. There 

is a consent section in the survey that reviews the information covered in this invitation letter. 

You will then be asked to enter the ID code below to begin the survey.  

 

We appreciate your time and attention in considering this invitation. Please reach out to us if you 

have any questions at any time. Thank you for supporting our research. 

 

Sincerely, 

Natalie Tacuri, Dr. Dawn Zinga, and Dr. Danielle Molnar 

Consent 
 

This study uses “consent by act.” This means that by doing the survey, you are giving 

consent and agree that: 

 

You have read this form and understand what it means to participate and what your 

role is. You have asked any questions you may have and they have been answered. 

You have the contact information of who to call or email if you have questions in the 

future. You understand that your participation in this study is voluntary, and if for any 

mailto:nt14zd@brocku.ca
mailto:dzinga@brocku.ca
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reason, at any time, you wish to leave the study you can do so without having to give 

an explanation. 

You understand that if you withdraw from the study you will not be compensated for 

that portion of the study. 

You understand that once you submit a survey, it cannot be withdrawn.  

You understand that you do not have to answer any question that you do not want to by 

choosing “prefer not to say” without penalty. 

 

Question Blocks (to be randomized) 

1. Demographic Questions 

2. Athletic Department Staff Questions 

3. Dance Definition Questions 

4. Ten-Item Personality Inventory (Gosling, Rentfrow, & Swann, 2003)  

5. Bem Sex-Role Inventory (Bem, 1974) 

6. Multidimensional Perfectionism Scale (Hewitt & Flett, 1991) 

7. Social Dominance Orientation (Pratto, Sidanius, Stallworth, & Malle, 1994) 

8. Right-Wing Authoritarianism (Altemeyer, 1981) 

 

Demographic Questions 

a. What is your gender? 

- Select option: male, female, non-binary/gender non-conforming, other, prefer 

not to say 

 

b. What is your age? 

- Drop down menu: 18 years to 90 years or older, prefer not to say 

 

c. What is your race? Select all that apply. 

- Select option: Black, Caucasian (white), Asian, First Nation, Inuit, Metis, 

Mixed/multiracial, Arabic, Latino/Hispanic, other, prefer not to say 

 

d. What country were you born in? 

- Open response 

 

e. What is your nationality? 

- Open response 

 

f. What university do you work for? 

- Drop down menu: Algoma University, Brock University, Carleton University, 

University of Guelph, University of Guelph-Humber, Lakehead University, 

Laurentian University, McMaster University, Nipissing University, Ontario 

Tech University, University of Ottawa, Queen’s University, Royal Military 

College of Canada, Ryerson University, University of Toronto, Trent 

University, University of Waterloo, Western University, Wilfrid Laurier 

University, University of Windsor, York University, Other (open response) 
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g. What is the name of the university athletic department you work for? 

- Open response 

 

h. What is your highest level of education? 

- Select: high school graduate, college graduate, bachelor’s degree, master’s 

degree, doctorate degree, prefer not to say 

 

i. What type of degree/diploma do you have? What was your program of study? If 

you are currently in school, what is your program of study? 

- Open response 

 

j. What is your current occupation? 

- Open response 

 

k. What is your average household income? 

- Select: $0-$9,999, $10,000-$19,999, $20,000-$29,999, $30,000-$39,999, 

$40,000-$49,999, $50,000-$59,999, $60,000-$69,999, $70,000-$79,999, 

$80,000-$89,999, $90,000-$99,999, $100,000-$109,999, $110,000-$119,999, 

$120,000-$129,999, $130,000-$139,999, $140,000-$149,999, $150,000-

$159,999, $160,000-$169,999, $170,000-$179,999, $180,000-$189,999, 

$190,000-$199,999, $200,000 or more, prefer not to say 

 

Athletic Department Staff Questions 

a. What is your role in the athletic department? 

- Open response 

 

b. How many years have you been in this role? 

- Drop down menu: 1 to 70 years, prefer not to say 

 

c. Please describe the responsibilities associated with your role in the athletic 

department. 

- Open response 

 

d. Have you had any other roles in the athletic department prior to your current role? 

- Select option: yes, no, prefer not to say 

 

*If yes was selected: 

 i. What was your role? 

- Open response 

ii. How many years were you in this role? 

- Drop down menu: 1 to 70 years, prefer not to say 

 

e. Are you a former varsity athlete? 

- Select option: yes, no, prefer not to say 

 

*If yes was selected: 
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 i. What sport did you play? 

- Open response 

ii. What university did you attend? 

- Open response 

ii. How many years were you a student-athlete in university? 

- Drop down menu: 1 year, 2 years, 3 years, 4 years, 5+ years, prefer not to 

say 

 

f. Are you a former varsity coach? 

- Select option: yes, no, prefer not to say 

 

*If yes was selected: 

 i. What sport did you coach for? 

- Open response 

ii. What university did you coach for? 

- Open response 

ii. How many years were you a varsity coach? 

- Open response 

 

g. Are there any competitive dance teams at the university you work for? 

- Select option: yes, no, I don’t know, prefer not to say 

 

h. Does your athletic department represent competitive dance teams? 

- Select option: yes, no, I don’t know, prefer not to say 

 

*If yes was selected: 

 i. How many years has competitive dance been a part of the athletic department? 

- Drop down menu: 1 year, 2 years, 3 years, 4 years, 5 years, 6 years, 7 

years, 8 years, 9 years, 10 years, 11 years, 12 years, 13 years, 14 years, 15 

or more years, I don’t know, prefer not to say 

 

*If no was selected: 

i. Have you or another member of the athletic department been approached by a 

 competitive dance team at your university to discuss potential athletic status for 

 dancers? 

- Select option: yes, no, I don’t know, prefer not to say 

 

i. Do you consider competitive dancers in university to be student-athletes? 

- Select option: yes, no, prefer not to say 

 

j. If dancers do not make the competitive team or if there is no competitive team for 

dancers to join, what are their alternatives, if any? (ex: cheerleading, pom, 

recreational dance team, etc.) 

- Open response 
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k. Do you feel that dance teams would benefit from being a team represented by U 

Sports or Ontario University Athletics?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

l. How would you rate your knowledge about dance? 

- Answer using a slider: 0 = poor, 50 = fair, 100 = excellent 

 

m. How did you gain your knowledge about dance? (ex: family members, friends, 

television, social media, etc.) 

- Open response 

 

n. How is dance resourced compared to other sports in your athletic department? 

(ex: funding, scholarships, studio space, social media promotion, transportation, 

etc.) 

- Open response 

 

o. How is the distribution of resources across sports determined in your athletic 

department? 

- Open response 

 

Dance Definition Questions 

a. How do you define sport?  

- Open response 

 

b. How do you define an athlete?  

- Open response 

 

c. Do you think an athlete can be an artist? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

d. How do you define art? 

- Open response 

 

e. How do you define an artist? 

- Open response 

 

f. Do you think an artist can be an athlete? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

g. Do you consider dance to be an art? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

h. Do you consider dance to be a sport? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

i. Do you think dance can be both an art and a sport?  
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- Answer using a slider: 0 = not at all, 5 0= somewhat, 100 = totally 

 

j. Do you think dance is neither an art nor a sport?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

k. Do you think dancers are artists?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

l. Do you think dancers are athletes?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

m. Do you think dancers can be both artists and athletes?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

n. Do you think dancers are neither artists nor athletes?  

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = totally 

 

o. How much do you believe your university values dance? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = extremely 

 

p. How much do you believe your university values the arts? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = extremely 

 

q. How much do you believe your university values athletics? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = extremely 

 

r. How much do you value dance? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = extremely 

 

s. How much do you value the arts? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = extremely 

 

t. How much do you value athletics? 

- Answer using a slider: 0 = not at all, 50 = somewhat, 100 = extremely 

 

u. How important is it to you that dancers are considered athletes by the general 

population at your university?  

- Answer using a slider: 0 = not at all important, 50 = somewhat important, 100 

= extremely important 

 

v. How important is it to you that dancers are considered athletes by the athletic 

department at your university?  

- Answer using a slider: 0 = not at all important, 50 = somewhat important, 100 

= extremely important 
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w. How important is it to you that dancers are considered athletes by the general 

public?  

- Answer using a slider: 0 = not at all important, 50 = somewhat important, 100 

= extremely important 

 

x. How important is it to you that dancers are considered artists by the general 

population at your university?  

- Answer using a slider: 0 = not at all important, 50 = somewhat important, 100 

= extremely important 

 

y. How important is it to you that dancers are considered artists by the athletic 

department at your university?  

- Answer using a slider: 0 = not at all important, 50 = somewhat important, 100 

= extremely important 

 

z. How important is it to you that dancers are considered artists by the general 

public?  

- Answer using a slider: 0 = not at all important, 50 = somewhat important, 100 

= extremely important 

 

Ten-Item Personality Inventory (TIPI)  

 

Here are number of personality traits that may or may not apply to you. Please select a 

number for each statement to indicate the extent to which you agree or disagree with that 

statement. You should rate the extent to which the pair of traits applies to you, even if one 

characteristic applies more strongly than the other. 

 

 

I see myself as:  

 

1. Extraverted, enthusiastic 

2. Critical, quarrelsome 

3. Dependable, self-disciplined 

4. Anxious, easily upset 

5. Open to new experiences, complex 

6. Reserved, quiet 

7. Sympathetic, warm 

8. Disorganized, careless 

9. Calm, emotionally stable 

10. Conventional, uncreative 

 

Bem Sex-Role Inventory (BSRI) 

1 2 3 4 5 6 7 

Disagree 

strongly 

Disagree 

moderately 

Disagree 

a little 

Neither 

agree nor 

disagree 

Agree a 

little 

Agree 

moderately 

Agree 

strongly 
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Rate yourself on each item, one a scale of 1 (never or almost never) to 7 (always or almost always 

true). 

1. Self-reliant 

2. Yielding 

3. Helpful 

4. Defends own beliefs 

5. Cheerful 

6. Moody 

7. Independent 

8. Shy 

9. Conscientious 

10. Athletic 

11. Affectionate 

12. Theatrical 

13. Assertive 

14. Flatterable 

15. Happy 

16. Strong personality 

17. Loyal 

18. Unpredictable 

19. Forceful 

20. Feminine 

21. Reliable 

22. Analytical 

23. Sympathetic 

24. Jealous 

25. Has leadership abilities 

26. Sensitive to the needs of others 

27. Truthful 

28. Willing to take risks 

29. Understanding 

30. Secretive 

31. Makes decisions easily 

32. Compassionate 

33. Sincere 

34. Self-sufficient 

35. Eager to soothe hurt feelings 

36. Conceited 

37. Dominant 

38. Soft spoked 

39. Likeable 

40. Masculine 

41. Warm 

42. Solemn 

43. Willing to take a stand 

44. Tender 
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45. Friendly 

46. Aggressive 

47. Gullible 

48. Inefficient 

49. Acts as a leader 

50. Childlike 

51. Adaptable 

52. Individualistic 

53. Does not use harsh language 

54. Unsystematic 

55. Competitive 

56. Loves children 

57. Tactful 

58. Ambitious 

59. Gentle 

60. Conventional 

 

Multidimensional Perfectionism Scale (MPS) 

 

Listed below are a number of statements concerning personal characteristics and traits. 

Read each item and decide whether you agree or disagree and to what extent. 

 

1 2 3 4 5 6 7 

Disagree      Agree 

 

  

1. When I am working on something, I cannot relax until it is perfect.. 1 2 3 4 5 6 7 

2. I am not likely to criticize someone for giving up too easily………. 1 2 3 4 5 6 7 

3. It is not important that the people I am close with are successful…. 1 2 3 4 5 6 7 

4. I seldom criticize my friends for accepting second best…………… 1 2 3 4 5 6 7 

5. I find it difficult to meet others’ expectations of me………………. 1 2 3 4 5 6 7 

6. One of my goals is to be perfect in everything I do………………... 1 2 3 4 5 6 7 

7. Everything that others do must be of top-notch quality……………. 1 2 3 4 5 6 7 

8. I never aim for perfection on my work…………………………….. 1 2 3 4 5 6 7 

9. Those around me readily accept that I can make mistakes too…….. 1 2 3 4 5 6 7 

10. It doesn’t matter when someone close to me does not do their 

absolute best…………………………………………………………... 1 2 3 4 5 6 7 

11. The better I do, the better I am expected to do…………………… 1 2 3 4 5 6 7 

12. I seldom feel the need to be perfect………………………………. 1 2 3 4 5 6 7 

13. Anything that I do that is less than excellent will be seen as poor 

work by those around me……………………………………………... 1 2 3 4 5 6 7 

14. I strive to be as perfect as I can be………………………………... 1 2 3 4 5 6 7 

15. It is very important that I am perfect in everything I attempt…….. 1 2 3 4 5 6 7 

16. I have high expectations for the people who are important to me... 1 2 3 4 5 6 7 

17. I strive to be the best at everything I do…………………………... 1 2 3 4 5 6 7 

18. The people around me expect me to succeed at everything I do…. 1 2 3 4 5 6 7 
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19. I do not have very high standards for those around me…………... 1 2 3 4 5 6 7 

20. I demand nothing less than perfection of myself…………………. 1 2 3 4 5 6 7 

21. Others will like me even if I don’t excel at everything…………… 1 2 3 4 5 6 7 

22. I can’t be bothered with people who won’t strive to better 

themselves…………………………………………………………….. 1 2 3 4 5 6 7 

23. It makes me uneasy to see an error in my work…………………... 1 2 3 4 5 6 7 

24. I do not expect a lot from my friends……………………………... 1 2 3 4 5 6 7 

25. Success means that I must work even harder to please others……. 1 2 3 4 5 6 7 

26. If I ask someone to do something, I expect it to be done 

flawlessly……………………………………………………………... 1 2 3 4 5 6 7 

27. I cannot stand to see people close to me make mistakes…………. 1 2 3 4 5 6 7 

28. I am perfectionistic in setting my goals…………………………... 1 2 3 4 5 6 7 

29. The people who matter to me should never let me down………… 1 2 3 4 5 6 7 

30. Others think I am okay, even when I do not succeed…………….. 1 2 3 4 5 6 7 

31. I feel that people are too demanding of me……………………….. 1 2 3 4 5 6 7 

32. I must work to my full potential at all times……………………… 1 2 3 4 5 6 7 

33. Although the may not say it, other people get very upset with me 

when I slip up…………………………………………………………. 1 2 3 4 5 6 7 

34. I do not have to be the best at whatever I am doing……………… 1 2 3 4 5 6 7 

35. My family expects me to be perfect………………………………. 1 2 3 4 5 6 7 

36. I do not have very high goals for myself…………………………. 1 2 3 4 5 6 7 

37. My parents rarely expected me to excel in all aspects of my life… 1 2 3 4 5 6 7 

38. I respect people who are average…………………………………. 1 2 3 4 5 6 7 

39. People expect nothing less than perfection from me……………... 1 2 3 4 5 6 7 

40. I set very high standards for myself………………………………. 1 2 3 4 5 6 7 

41. People expect more from me than I am capable of giving………... 1 2 3 4 5 6 7 

42. I must always be successful at school or work…………………… 1 2 3 4 5 6 7 

43. It does not matter to me when a close friend does not try their 

hardest………………………………………………………………… 1 2 3 4 5 6 7 

44. People around me think I am still competent even I make a 

mistake………………………………………………………………... 1 2 3 4 5 6 7 

45. I seldom expect others to excel at whatever they do……………… 1 2 3 4 5 6 7 

 

New Perfectionism Items 

1. Do you consider dancers to be perfectionists?  

- Select option: yes, no, prefer not to say 

 

Social Dominance Orientation (SDO)  

 

Below are a series of statements with which you may either agree or disagree.  For each 

statement, please indicate the degree of your agreement or disagreement by writing in a 

number from 1 to 7 on the line next to it.  Please remember that there are no right or 

wrong answers, and that your first responses are usually the most accurate. 

 

Do not  1 2      3          4          5          6        7   Strongly

 Prefer not 
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agree at all             agree   to 

say   
(1 to 7) 

 

1. Some groups of people are just more worthy than others.  

2. We should do what we can to equalize conditions for different groups.  

3. In getting what your group wants, it is sometimes necessary to use force against other 

groups. 

4. If certain groups of people stayed in their place, we would have fewer problems. 

5. We would have fewer problems if we treated different groups more equally.  

6. To get ahead in life, it is sometimes necessary to step on other groups.  

7. No one group should dominate in society.    

8. Group equality should be our ideal.   

9. All groups should be given an equal chance in life.  

10. We must increase social equality.   

11. Superior groups should dominate inferior groups.  

12. It’s probably a good thing that certain groups are at the top and other groups are at the 

bottom. 

13. We must strive to make incomes more equal. 

14. Sometimes other groups must be kept in their place.   

15. It would be good if all groups could be equal.  

16. Inferior groups should stay in their place.   
 
Right-Wing Authoritarianism (RWA) Scale 

Please select your response, using the scale below.  

1 2 3 4 5 6 7 
Strongly  

Disagree 

Moderately 

Disagree 

Slightly 

Disagree 

Neither 

Disagree  

Nor Agree 

Slightly  

Agree 

Moderately 

Agree 

Strongly 

Agree 

 

Prefer not 

to say 

  

1 

 

2 

 

3 

 

4 

 

5 

 

6 

 

7 

 

1. Gays and lesbians are just as healthy and moral as anybody else. ○ ○ ○ ○ ○ ○ ○ 

2. Atheists and others who have rebelled against the established 

religions are no doubt every bit as good and virtuous as those who 

attend church regularly. 

○ ○ ○ ○ ○ ○ ○ 

3. There are many radical, immoral people in our country today who 

are trying to ruin it for their godless purposes, whom the authorities 

should put out of action. 

○ ○ ○ ○ ○ ○ ○ 

4. Our country will be destroyed someday if we do not smash the 

perversions eating away at our moral and traditional beliefs. 

○ ○ ○ ○ ○ ○ ○ 
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5. The situation in our country is getting so serious, the strongest 

methods would be justified if they eliminated the troublemakers and 

got us back to our true path. 

○ ○ ○ ○ ○ ○ ○ 

6. Everyone should have their own lifestyle, religious beliefs, and 

sexual preferences, even if it makes them different from everyone 

else.  

○ ○ ○ ○ ○ ○ ○ 

7. People should pay less attention to the Bible and the other old 

traditional forms of religious guidance, and instead develop their 

own personal standards of what is moral and immoral. 

○ ○ ○ ○ ○ ○ ○ 

8. The only way our country can get through the crisis ahead is to 

get back to our traditional values, put some tough leaders in power, 

and silence the troublemakers spreading bad ideas. 

○ ○ ○ ○ ○ ○ ○ 

9. There is nothing wrong with premarital sexual intercourse. ○ ○ ○ ○ ○ ○ ○ ○ 

10. What our country really needs, instead of more “civil rights” is a 

good, stiff dose of law and order. 

○ ○ ○ ○ ○ ○ ○ ○ 

11. Some of the best people in our country are those who are 

challenging our government, criticizing religion, and ignoring the 

“normal way” things are supposed to be done. 

○ ○ ○ ○ ○ ○ ○ ○ 

12. The facts on crime, sexual immorality, and the recent public 

disorders all show that we have to crack down harder on deviant 

groups and trouble-makers if we are going to save our moral 

standards and preserve law and order. 

○ ○ ○ ○ ○ ○ ○ ○ 

 

Final Questions 

1. Please describe your idea of a perfect athlete. 

- Open response 

 

2. Please describe your idea of a perfect artist. 

- Open response 

 

3. Please describe the top three challenges you think that athletes face in 

postsecondary contexts. 

- Open response 

 

4. Is there anything else about your experience in university athletic departments 

that you would like to share? 

- Open response 

 

End of Survey: 

 

Thank you for completing the survey! We really appreciate your support and interest in 

this research! 
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Please provide an email address to be entered in the draw for Amazon gift cards. (open 

response) 

 

If you are interested in receiving the results from this study, please provide your email 

address. 

If you are interested in being contacted for an interview, please provide your email 

address so that we can get in touch about interview details if you are selected for an 

interview (open response) 

 

If you are interested in being contacted for future studies from The Brock Dance 

Research Lab and/or The Developmental Processes in Health and Well-Being Lab at 

Brock University, please provide your email address. (open response) 
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Appendix J- Dancer Semi-Structured Interview Guide 

 

Ice Breaker Questions 

1. What competitive team are you on? How many years have you been on this team?  

 

2. What does your dance year look like this season due to COVID-19? 

 

3. Do you have any additional leadership roles on the team? (i.e., 

teacher/choreographer, member of the executive team, etc.) 

 

4. Why did you choose to continue dancing in university? 

 

Dance as Sport or Art Questions 

1. Can you describe your idea of the perfect athlete? 

 

2. Do you feel that perfectionism is encouraged in athletes? If so, how is it pushed? 

 

3. How would you define what an artist is and what an athlete is?  

 

4. What are the similarities and differences between artists and athletes? 

a. Can you name some athletes who are also artists? 

 

5. Do you believe that dancers are artists, athletes, both, or neither? Why? 

 

6. Do you think that it would be a benefit for dance to be considered a sport? Why or 

why not?  

 

Dance in Postsecondary Questions 

1. Can you describe a time where you felt like you weren’t treated like an athlete 

while dancing in university? 

 

2. Can you describe a time where you felt like you were treated like an athlete while 

dancing in university? 

 

3. What are the top challenges experienced by student-athletes at your university? 

 

4. What are the benefits experienced by student-athletes at your university? 

 

5. Do you feel that men’s and women’s sports are equally valued at your university? 

Why or why not? 

 

6. Do you believe that female athletes can be both athletic and feminine in their 

sport? 

 

7. When you think of male athletes and men in sport, what are the first words that 

come to mind? 
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8. When you think of female athletes and women in sport, what are the first words 

that come to mind? 

 

9. Is your dance team represented by the athletic department at your university? 

If yes: 

a. Are dancers considered student-athletes at your university? 

 

b. Does your team have full varsity status? Why or why not? 

 

c. Do you feel that the athletic department is equipped with a sufficient 

knowledge and understanding of competitive dance? 

 

d. What are the benefits of being represented by the athletic department? 

 

e. Are there any negative aspects to being represented by the athletic 

department? 

 

If no: 

a. Is your team represented by your university’s student union or another 

organization? 

 

b. Do you feel that there are benefits to being represented by the athletic 

department? Why or why not? 

 

c. Has a representative from your team ever approached the athletic department 

to discuss potential varsity or athletic status? If yes, what was the outcome? 

 

10. Do you feel that your university values your competitive dance team? Why or 

why not? 

 

11. Do you feel supported by your university in terms of: 

a. Training and practice space? 

b. Funding? 

c. Transportation to and from competitions? 

 

12. Do you feel that the level of training and commitment of your dance team is 

comparable to the level of training and commitment of athletes on other teams at 

your university? 

 

13. In your opinion, what are some of the important resources for sports on campus? 

 

14. Do you feel that sex plays a role in how dance may or may not be perceived as a 

sport? 
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15. Do you believe that there are any barriers or challenges for males on competitive 

dance teams? 

 

16. Do you believe that there are any barriers or challenges faced by women in male-

dominated sports? (ex: basketball, hockey, soccer) 

 

 

Final Questions 

1. What do you enjoy most about dancing on a competitive university dance team? 

 

2. Is there anything else you would like to share about your experiences dancing on 

a competitive university dance team? 
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Appendix K- Coach Semi-Structured Interview Guide 

 

Ice Breaker Questions 

1. What team are you coaching for? How many years have you been coaching for 

this team?  

 

2. What does your team’s dance year look like this season due to COVID-19? 

 

3. Are you a part of the team you are coaching for or is your role only to be a coach? 

If not on the team: 

a. Were you previously a member of the team or of another university dance 

team? 

 

4. Why did you choose to coach a university dance team? 

 

Dance as Sport or Art Questions 

1. Can you describe your idea of the perfect athlete? 

 

2. Do you think that perfectionism is encouraged in athletes?  If so, how is it 

pushed? 

 

3. How would you define what an artist is and what an athlete is?  

 

4. What are the similarities and differences between artists and athletes? 

a. Can you name some athletes who are also artists? 

 

5. Do you believe that dancers are artists, athletes, both, or neither? Why? 

 

6. Do you think that it would be a benefit for dance to be considered a sport? Why or 

why not?  

 

Sports in Postsecondary Questions 

17. Can you describe a time where you felt like the dancers on your team weren’t 

treated like athletes? 

 

18. Can you describe a time where you felt like the dancers on your team were treated 

like athletes? 

 

19. What are the top challenges experienced by student-athletes at your university? 

 

20. What are the benefits experienced by student-athletes at your university? 

 

21. Do you feel that men’s and women’s sports are equally valued at your university? 

Why or why not? 
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22. Do you believe that female athletes can be both athletic and feminine in their 

sport?  

 

23. When you think of male athletes and men in sport, what are the first words that 

come to mind? 

24. When you think of female athletes and women in sport, what are the first words 

that come to mind? 

 

25. Is your dance team represented by the athletic department at your university? 

If yes: 

a. Are dancers considered student-athletes at your university? 

 

b. What steps did your team have to take to be represented by the athletic 

department? Did you face any barriers or challenges in achieving this? 

 

c. Do you feel that the athletic department is equipped with a sufficient 

knowledge and understanding of competitive dance? 

 

d. Does your team have full varsity status? Why or why not? 

 

e. What are the benefits of being represented by the athletic department? 

 

f. Are there any negative aspects to being represented by the athletic 

department? 

 

If no: 

a. Is your team represented by your university’s student union or another 

organization? 

 

b. Do you feel that there are benefits to being represented by the athletic 

department? Why or why not? 

 

c. Have you or a previous coach ever approached the athletic department to 

discuss potential varsity or athletic status? If yes, what was the outcome? 

 

26. Do you feel that your university values your competitive dance team? Why or 

why not? 

 

27. Do you feel your team is supported by the university in terms of: 

a. Training and practice space? 

b. Funding? 

c. Transportation to and from competitions? 

 

28. Do you feel that the level of training and commitment of your dance team is 

comparable to the level of training and commitment of athletes on other teams at 

your university? 
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29. In your opinion, what are some of the most important resources for sports on 

campus?  

 

30. Do you feel that sex plays a role in how dance may or may not be perceived as a 

sport? 

 

31. Do you believe that there are any barriers or challenges for males on competitive 

dance teams? 

32. Do you believe that there are any barriers or challenges faced by women in male-

dominated sports? (ex: basketball, hockey, wrestling) 

 

Final Questions 

1. What do you enjoy most about coaching? 

 

2. Is there anything else you would like to share about your coaching experiences? 
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Appendix L- Athletic Department Staff Interview Guide 

 

Ice Breaker Questions 

1. What is the name of the university and athletic department that you work for? 

 

2. What is your current role in the athletic department? How many years have you 

been in this role? 

 

3. Do you have any previous history as a student-athlete or a coach in university? 

 

4. Do you have any prior knowledge about dance or experience working with 

dancers? 

 

Dance as Sport or Art Questions 

1. Can you describe your idea of the perfect athlete? 

 

2. Do you think that perfectionism is encouraged in athletes? If so, how? 

 

3. How would you define what an artist is and what an athlete is?  

 

4. What are the similarities and differences between artists and athletes? 

a. Can you name any athletes who are also artists? 

 

5. Do you believe that dancers are artists, athletes, both, or neither? Why? 

 

6. Do you think that it would be a benefit for dance to be considered a sport? Why or 

why not?  

 

Dance in Postsecondary Questions 

1. What are the top challenges experienced by student-athletes in postsecondary? 

 

2. What are the benefits experienced by student-athletes in postsecondary? 

 

3. Do you feel that men’s and women’s sports are equally valued at your university? 

Why or why not? 

 

4. Do you believe that female athletes can be both athletic and feminine in their 

sport?  

 

5. When you think of male athletes and men in sport, what are the first words that 

come to mind? 

 

6. When you think of female athletes and women in sport, what are the first words 

that come to mind? 
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7. Is there a competitive dance team at your university? If so, are they represented by 

the athletic department? 

 

If yes to athletic department: 

a. Are dancers considered student-athletes at your university? 

 

b. Does the dance team have full varsity status? Why or why not? 

 

c. Do you feel that you and other relevant staff members working with the team 

are equipped with a sufficient knowledge and understanding of competitive 

dance? 

 

d. Do you feel that your university values competitive dance? Why or why not? 

 

If no to athletic department: 

a. Do you know of any competitive dance teams at your university outside of 

the athletic department? 

 

b. Has a representative from the dance team ever approached the athletic 

department to discuss potential varsity or athletic status? If yes, what was the 

outcome? 

 

c. Do you feel that your university values competitive dance? Why or why not? 

 

8. Do you feel that the level of training and commitment of competitive dance is 

comparable to the level of training and commitment of athletes on other teams 

within your athletic department? 

 

9. What are the benefits to being a varsity level sport in your athletic department? 

 

10. Are there any negative aspects to being represented by the athletic department? 

 

11. In your opinion, what are some of the most important resources for sports on 

campus?  

 

12. Do you feel that sex plays a role in how dance may or may not be perceived as a 

sport? 

 

13. Do you believe that there are any barriers or challenges for males on competitive 

dance teams? 

 

14. Do you believe that there are any barriers or challenges faced by women in male-

dominated sports? 

 

Final Questions 

1. What do you enjoy most about working in the athletic department? 
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2. Is there anything else you would like to share about your athletic department 

experiences? 
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