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This report is dedicated to the stalwart and passionate Black 

artists who have committed their talents and their lives to the 

art of Dance and in turn have saved lives, communities and 

the heritage of who we are as a people.  Although THE BLACK 

REPORT centers on Black dance it speaks to the state of  

Black Arts and Culture in America.
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 Dedicated to those who have:  created - maintained - and survived
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F O R E W O R D

THE BLACK REPORT is a result of the commitment, resilience and strength, of the thirty Black-led dance 
organizations that The International Association of Black in Dance, Inc., (IABD) visited throughout 
the United States. We are deeply grateful to everyone who cried, laughed, fed and transported us in 
their communities. This report is a CALL TO ACTION, to move beyond the comfortable conversations, 
the empathy and understanding, the “woe is me and wringing of the hands.” It is now time for the 
hard work of CHANGE to begin for all who enter this space of trusting the process and implementing 
real equitable practices in the arts field. 

Let’s dive into The Uncomfortable Zone…

This report wasn’t commissioned; it was birthed by the stories that were heard, and the people we 
encountered who, on a day-to-day basis, strive to keep their arts organizations alive. While traveling 
across the country my biggest cheerleader and sister Baraka Sele and I laughed, cried, ate, drank 
and met with the many people who support and continue to give endlessly of themselves, time and 
money to these companies.  We have a deep love and profound respect for those that are dedicated 
to the missions of all of these organizations and the artistry that continues to flow through and out 
of the work that is created every day. The Founders for many of these organizations are still actively 
involved and present within these companies and show no signs of stopping their creative process 
anytime soon. 

IABD was launched to bridge the gaps. Even the name, THE INTERNATIONAL ASSOCIATION OF BLACKS 
IN DANCE, was selected as an acknowledgement that the issues facing Blacks in Dance were not the 
problems of only African Americans, but of all Black and Brown people striving to promote, foster, 
and preserve the art of dances performed and created by those of African descent.

The disparity that we know exists between Arts Organizations of Color and those White-led mainstream 
large budget companies in dance is confirmed by the data we collected from thirty Black-led dance 
companies across the nation.  IABD desires to set the record straight about the state of our companies 
in this field and how the deeply rooted racial and economic divide in the field of dance exists and must 
be addressed. We can no longer remain on the sidelines and be silenced by a system that wasn’t made 
for us to prosper.

In 1984, The African American Dance Directory (TAADD) compiled and authored by Valerie Rochon, 
dancer and award-winning dance educator, established a list of two hundred eighty-six (286) African 
American dance companies throughout the United States and Territorial Trust States. Rochon 
designed this project that operated under support of the New York Foundation for the Arts, as a 
three-stage endeavor to compile a comprehensive resource that would serve as a research and 
marketing tool for, and regarding, African American dance companies performing modern, jazz, tap, 
ballet, and African Folkloric dance.

According to the National Endowment of the Arts (NEA), per Virginia Red, Dean of Arts at City College 
in New York and who also served on the NEA review panel for TAADD, the viability of the companies 
listed in her research document were confirmed. Since that year, no further research has been 
conducted on the number of Black dance companies that might exist in the United States. Over 
three hundred (300) organizations were sent a survey to complete, fifty (50) were returned via the 
U.S. Postal Service and only one hundred-six (106) submitted by the deadline. The companies listed 
in the TAADD research document represented thirty-five (35) states, Puerto Rico and the U.S. Virgin 
Islands. IABD is often asked “How many Black dance companies are there?”

When asking the question, how many dance companies disbanded by 1990, the answer is unknown. 
When asking how many dance companies exist today, 2018, after the preliminary research conducted 
in 1984, thirty-five years ago, the answer remains unknown. In January 2019, based on a recent random 
sampling, Ms. Rochon called twenty companies listed in the research document with founding dates 
between 1940 – 1980. She speculates that 25% of the dance companies are in existence, 50% are 
defunct due to lack of funding, death of founding director, aging, demographic changes, population 
decrease and/or social norms, migration, new dance genres (blending of dance forms and styles), and 
25% have morphed into a smaller manageable version of themselves. Rochon came to this deduction 
after tallying each company’s founding date. 

Since the 1980’s, a large number of Black dance organizations have not survived and closed their 
doors due to a lack of financial support (both contributed and earned income, e.g. subscription 
and ticket sales), the reduction of arts education in the school system as a revenue stream (M. 
Kaiser), lack of access to much needed resources and/or simply not having a place to call home 
to grow and create their art. These factors contributed to the demise of not only Black but Latino 

T h e  h e a l t h  o f  a n  o r g a n i z a t i o n  i s  n o t  j u s t  f i n a n c i a l  h e a l t h ;  h e a l t h  i s  a l s o  t h e  e m o t i o n a l  ⁄  m e n t a l  ⁄  p h y s i c a l  ⁄  s p i r i t u a l 

w e l l - b e i n g  o f  a n  o r g a n i z a t i o n ' s  p e r s o n n e l ;  i t ' s  i m p o r t a n t  t o  c a p t u r e  h o w  p e o p l e  f e e l ,  n o t  j u s t  h o w  t h e y  f u n c t i o n . ' '   

-  B a r a k a  S e l e

OUT OF THE 106 COMPANIES LISTED IN TAADD,  
THEIR FOUNDING DATE IS RECORDED IN DECADES

Arts organizations and a cultural sector where we see founding dates back into the 1940s. And even 
today, many of these organizations live in a “crisis state” day-to-day. What does this mean for a 
community that loses its center, its safe haven, its heartbeat? The loss and impact of this critical role 
in community is indescribable. Unfortunately, IABD is not able to record the exact number of Black 
dance organizations that no longer exist and/or have ceased operations due to the aforementioned 
situations. Yet, we should be able to track this information through some type of archive, and to-date 
IABD still has not been able to obtain grant funding to establish one. Nonetheless in 2018, Black 
dance companies continue to deliver an excellent product in their communities remaining strong and 
resilient, and still do not receive the same amount of funding as their White mainstream counterparts. 
When will this disparity stop? When will the same set of criteria, access, funding and opportunity be 
available to all? It’s time for real change – now.

The Andrew W. Mellon Foundation’s Program Officer for Arts and Cultural Heritage, Susan Feder, 
desired to learn more about IABD and we are forever grateful that she and this institution listened to 
what we had to say. We need more of the philanthropic community to stand up and do the same. We 
ask the question, will you? This is a CALL TO ACTION. Will you stand up? It is our hope that this report 
will encourage more of you to answer our call by investing in those Black-led dance companies right 
in your communities. Our institutions deserve to be fiscally healthy and thrive.

The Black dance sector encompasses so many vast aspects of the Diaspora - from the people, the 
types of dance, to the lived experiences by those who continue to create. For years, we have been 
marginalized and made to believe that our cultural contributions were not valid nor important to this 
art form, yet every time you turn around, someone is using an element of Black Dance in their work.
Co-Opting. Stealing. Without Permission. We are a unique people and will no longer be denied the 
recognition and honor that we deserve.

One of the greatest outcomes of IABD’s existence has been its ability to provide for Blacks in Dance 
an opportunity to get to know and learn from one another. And with that, IABD has given all of 
us an opportunity to capture and honor ourselves as no one else would… to acknowledge our own 
contribution to the creation and preservation of Dance performed, created and produced by Blacks 
from around the world.

This one is for the ancestors. #IABDFOREVER
As Baba Chuck Davis would always say…
Peace, Love and Respect – For Everybody,
Denise Saunders Thompson
President and CEO
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I A B D  H I S T O R Y

January 1988, Joan Myers Brown, Founder/Executive Artistic Director along with the Philadanco! 
staff launched the 1st International Conference of Black Dance Companies as a direct result 
of an artistic grant from The Pew Charitable Trusts that included assistance from University 
of the Arts, Entertainment Business Services, the Pennsylvania Arts Council, the City of 
Philadelphia and the Coalition of African American Cultural Organizations. Ms. Brown felt 
that a gathering of the Black dance community would serve not only her needs, but also 
needs of other Black dance professionals. Eighty professionals attended in Philadelphia, PA. 

In 1993, Bonnie Bing, the Association’s first Executive Director was appointed to 
carry forth the vision and daily administrative operations of the organization. IABD 
established a national scholarship-training program for dancers in 1996 and offered a 
multi-company audition for dancers across the nation, the first of its kind.	   

January 1999, Dr. Sherrill Berryman Johnson, Professor of Dance at Howard University would become 
the Association’s next Executive Director, taking the organization to another level of national and 
international prominence and respect. IABD would operate its offices from this university for more 
than 10 years with support by the Howard University Dance Program and its students.
 
In 2010, Denise Saunders Thompson was appointed the third Chairperson/Executive Director of the 
Association and one year into her tenure, 2011, obtained the incorporated nonprofit with charitable 
status, 501(c)3 recognition for the organization. And in 2017, the Board of Directors appointed 
Saunders Thompson as its first President and CEO, having received a half million-dollar grant awarded 
by The Andrew W. Mellon Foundation to establish and develop the Association’s infrastructure and 
conduct an organizational health study and assessment of a representative sample of the Black dance 
sector’s dance companies. April 2018, the Association was awarded a $2.6 million-dollar grant from 
The Mellon Foundation to continue its work within the Black dance sector centered on organizational 
and financial health of this community. IABD entered this milestone year with the 30th Anniversary 
of the Annual International Conference and Festival of Blacks in Dance taking place in Los Angeles, 
CA hosted by founding member, Lula Washington Dance Theatre, where its President/CEO presented 
THE BLACK REPORT’s preliminary findings.

Today, the Conference and Festival has grown to include an average of 400 - 800 participants from 
across the United States, Africa, Australia, Canada, the Caribbean, Europe, and South America. The 
Conference and Festival have been held nationally and internationally in California, Canada, Colorado, 
New York City, North Carolina, Ohio, Pennsylvania, Texas and Washington, D.C .

Inspired by the convening of the Conference and the possibility of an organization that served the 
needs of those committed to Black Dance, constituents of the 1990 Denver, CO Conference hosted 
by Cleo Parker Robinson Dance, presented a motion that called for a formalization of an Association, 
that each year would rotate from one city to another with a host organization as its presenter. 
In 1991, at the Dayton, OH Conference hosted by Dayton Contemporary Dance Company, the 
unincorporated association, The International Association of Blacks in Dance (IABD) was formalized 
and an Emergency Fund was instituted for IABD artists and companies. During the Association’s 
first six years, 1988 – 1993, its Founding Organizational Members hosted the Annual Conference. 

The inaugural Executive Committee and Founding Organizational Members of the Association 
included (listed in year of presenting history for the Conference):

IABD is committed not only to documenting and addressing Black aesthetics in dance; it educates 
younger generations about contributions of Black artists in dance. As one avenue for accomplishing 
these goals, the Association has established archives with the National Afro-American Historical and 
Cultural Museum in Wilberforce, OH, the Afro-American Museum in Philadelphia, PA, and Howard 
University Moorland Spingarn Research Center in Washington, D.C.

The Association and its Conference were initially shaped by the presence of some of the most 
prominent companies and individuals in the Dance community (alphabetical order, last name first) 
Ronald K. Brown, Evidence, A Dance Company; Chuck Davis, African American Dance Ensemble; 
George Faison; Carol Foster, DC Youth Ensemble; Joan Gray, Muntu Dance Theatre; Beverly Harper, 
Charmaine Jefferson, Denise Jefferson, Carmen de LaVallade, Donald McKayle; Eleo Pomare, Eleo 
Pomare Dance Company; Dr. Patricia Reid-Merritt; Rod Rodgers, Rod Rodgers Dance Company, Walter 
Nicks, and a host of many others with deep and committed interests.

The Philadelphia  
Dance Company

1988 - 1989
Joan Myers Brown 

Honorary Chair

Cleo Parker
Robinson Dance

1990
Cleo Parker Robinson 

Vice Chair

Dallas Black  
Dance Theatre

1993
Ann Williams 

2nd Vice Chair

Dayton Contemporary 
Dance Company

1991
Jeraldyne Blunden

(1940-1999)

Lula Washington
Dance Theatre

1992
Lula Washington

Treasurer

 
T E L L I N G  O U R  S T O R I E S . . .

H o w  i s  i t  t h a t  w e  c r e a t e  s o  m u c h  a m a z i n g  w o r k ,  s a v e  s o  m a n y 

l i v e s  a n d  b e c o m e  t h e  l i f e  f o r c e  o f  t h e  c o m m u n i t i e s  w e  e x i s t 

w i t h i n - w i t h  s o  l i t t l e ?  

Approach
IABD traveled the United States collecting data from thirty Black-led organizations in order to assess 
the needs of the Black dance sector. As an organization that has been servicing the Black dance 
community for twenty-seven years with a focus on education, networking, performance opportunities 
and professional development, IABD is poised to bring to light the innovative methodologies of these 
Black-led dance organizations, that enabled them to make historic accomplishments in spite of 
pervasive and sometimes crippling racism as well as systemic financial inequities – utilizing dance as 
a means of protest, survival, and social change.

Between April 2017 – February 2018, the organizations (see Table 1, page 21) invited to participate in 
the Comprehensive Organizational Health Initiative (COHI) were interviewed. The participants served 
as a representative sample of the Black dance sector. Staff from varying roles (artistic, executive, 
etc.), Board Members and supporters within the thirty organizations participated in face-to-face 
interviews that lasted between 4 – 6 hours. The interviews were aimed at assessing the experiences 
and needs of Black dance companies. All interview notes and documentation were recorded by the 
interviewers, Denise Saunders Thompson, President and CEO and Baraka Sele, Independent Arts 
Consultant, and subsequently crosschecked for data reliability. Interview findings provided a glimpse 
of the unique nature and context within the Black dance community and complement the findings 
from Nonprofit Finance Fund’s (NFF) Phase I COHI financial analysis efforts. Secondary data (i.e., 
budget, in-kind self-identified resources, staff counts) were also pulled from NFF’s financial analysis 
to further describe findings noted from the interviews.

THE BLACK REPORT documents the unique context of Black dance companies in the United States. 
This unique context was presented by highlighting a subset of IABD’s membership. It’s important to 
note that IABD’s dance company membership does not represent all Black dance companies in the 
United States. In fact, we are not able to identify the total number of Black dance companies that 
exist in the United States. Varied definitions exist on what it means to be a Black dance company, 
so the final number is unclear and difficult to report. However, IABD does have Black-led dance 
organizations/professional membership in more than half of the United States and throughout 
Africa, the Caribbean, Europe, North America, and Oceania continents. As such, the results of this 

 
I N T R O D U C T I O N
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effort are meant to be generalized but should note that not all Black dance disciplines were captured 
in this study. 

Additionally, this research is reflective of the subset of organizations that met specific criteria for 
COHI. The highlights of a study with an expanded scope might look drastically different. Much of the 
data collected during these interviews was self-reported data and was later found to complement 
the data collected by NFF. After the data analysis, it was apparent that many of the interviewees 
interpreted the interview questions quite differently which informed the responses. While this insight 
is important to note, it also highlights the variety of ways that COHI cohort members view operational 
definitions. 

Qualitative and quantitative research work together to tell the story of an organization. The qualitative 
work executed here provides a strong foundation for understanding the role of Black dance in America. 
However, a more in-depth survey that compares these companies to other dance companies similar 
in scope, and other Black arts organizations might provide a point of comparison to determine what 
Black dance is doing well, and what can be learned from peer organizations with similar resources.

Findings
The data analysis used to report these findings incorporated both the findings from NFF’s financial 
analysis and the data obtained by IABD during the onsite interviews of the thirty COHI member 
organizations. Unless otherwise noted, the findings represent analysis conducted on thirty dance 
companies. “Stories are data with a soul and no methodology honors that more than grounded 
theory. The mandate of grounded theory is to develop theories based on people’s lived experiences 
rather than proving or disproving existing theories.” - Brené Brown author of Daring Greatly: How the 
Courage to be Vulnerable Transforms the way we Live, Love, Parent and Lead

This analysis by IABD has primed the pump for the dance organizations included in this study to 
systematically think through their policies and practices. By having the organizations articulate 
verbally and in writing their current position and future goals, they are able to see exactly where they 
are and how far they have to go to reach their goals. They can also see what is possible. The fact that 
one organization boasts a $5.2 million-dollar budget in a city with a Black population that is only 2% of 
the city, demonstrates that a variety of communities can appreciate Black dance, and will support it. 
Continuing to share information via IABD will be crucial for these organizations to assess their work 
and innovate their practices and programming.

Yet, depending upon the chosen dance style, company economics, and region, it appears that very 
little has changed for Blacks in dance on the concert stage. Too often, presenters still only commit 
themselves to presenting one Black dance company per year, regardless of the program content. It 
used to be that it switched back and forth between Alvin Ailey American Dance Theater (Ailey) and 

Dance Theatre of Harlem (DTH). However, as many other companies of Blacks in dance grew in their 
artistic delivery, most of whom are founding members of IABD, presenters had more choices, these 
two larger companies ultimately faced important competition.

While the numbers of Blacks in dance has continued to grow, the corresponding increase in the 
overall presentation of Blacks in dance has been relatively nominal and stagnant. To date, companies 
of Blacks in dance still face the all too often, “only one per year, and maybe a few more if it’s in 
February during Black History Month” syndrome. Now, as financial resources have tightened, not only 
do these companies face the “only one per year” syndrome but find that presenters are too often 
limited to booking a group based on its cost rather than what it can deliver qualitatively in order to 
break even. As a result, even some of the matured and medium sized companies that have grown up 
to capture a piece of the stage once reserved for an Ailey or DTH, are finding themselves squeezed 
out for bookings by new and less costly dance companies of today.

Subsequently, Blacks in dance with companies and schools/studios continue to struggle to gain notice, 
capture critical bookings and private funding that leads to growth and long-term sustainability, and 
ultimately a thriving dance sector. Again, we pose the question: When will this disparity stop? When 
will the same set of criteria, access, funding and opportunity be available to all?
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T H E M E S  A N D  T R E N D S

While on the road visiting the COHI participants, IABD documented themes and trends that were 
common, recurring and resonated throughout a number of member organizations. As people often 
work and create in silos, many of these shared yet untold experiences were brought to light as 
IABD traveled around the country. IABD began to inform participants that they were not alone and 
that so many others were having the same experiences in other regions of the country. It became 
clear that the survey findings, interviews, and finances became the evidence to demonstrate these 
similarities amongst companies across the Black dance sector and arts organizations in general. 
But how can these trends become opportunities for a much-needed dialogue and to support change 
in our community?

The following themes and trends are broken into three categories – arts organizations (the field 
in general), Black dance sector (founded and/or operated by) and IABD organizations (members 
of the Association). Though we recognize that many of these points reflect the overall state of the 
performing arts field and acknowledge that the dance world is a relatively small portion thereof, 
dance funding for this particular sector is extremely limited. If White-led mainstream dance 
organizations are not properly funded and/or resourced, then institutions in the Black dance sector 
remain on life support.

Arts Organizations

	 • Loss of corporate and small businesses in the community is impacting arts 			 
	    organizations.

	 • The big corporations are no longer funding the arts.

	 • The importance of relationship building, personal contacts, intimate knowledge of one’s 	
	    constituency for survival. 

	 • Funders prefer to provide project-based/program support rather than general operating 	
	    support, whereas the artists/companies are stating that they need operational support.

	 • Many organizations are waiting on payments from the arts council which then disturbs 	
	    cash flow for the organization and delays payments to dancers/ staff/ vendors.

	 • Presenters trying to put smaller dance organizations together in a collaborative–  
	    “new model.” Smaller less established companies working together.

	 • Artistic and Executive Directors who have full time employment outside of their	  	

	   dance organization have elected to not pay themselves a full or partial salary; they are 	
	   sacrificing legitimate payment to themselves for service and work performed.

Black Dance Sector

	 • Mainstream large budget institutions (e.g. big ballet companies in California, Illinois, 		
	    South Carolina) are beneficiaries of “bail outs and debt relief” that are not accessible to 	
	    the Black dance sector.

	 • Gentrification is changing audiences/ communities/ constituents.

	 • Some funders are trying to do the “shot gun wedding”, i.e. forcing/compelling Black   		
	   dance organizations to work with White mainstream large budget organizations 		
	   with whom they may have nothing in common.

	 • Other than educational institutions, long-standing relationships are on the decline
	    especially between the dance companies and corporate funders. This decline is
	    not due to a deficit on the part of the companies, but rather, less of a corporate will to
	    fund the arts overall. Furthermore, there are cities where there is more than one
	    Black dance company, and, in addition to all of the other artistic and cultural
	    organizations, the plethora of companies may be causing funders to limit resources. In
	    many cases the companies that are operating in cities with more than one Black dance
	    company serve different geographic areas, and perform different types of dance, but
	    the identity of these companies, for majority audiences, may not be understood beyond
	    “Black Dance.”

	 • Medical/ health care industry and dance organizations are working together – there are 	
	    cross sector collaborations. The need for survival mechanisms such as cross sector
	    collaborations and partnerships (i.e. Medical/ health care industry and dance
	    organizations are working together) beyond cross cultural collaborations.

	 • Directors/ Founders/ Organizations are training their dancers to have other skill sets so
	    that when they stop dancing, they are able to stay within the art form in other areas (i.e. 	
	    administrative, production, etc.).

	 • Resilience and sacrifices have kept organizations alive in spite of limited resources.

	 • A consistent discussion and theme have been the educational/ cultural/ moral/ social/  
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	   spiritual/ survival impact of dance organizations rooted in their communities; dance 
	   companies are literally “saving lives” of both children and adults; many dance 
	   companies are critical to the health and well-being of individuals in their communities.

	 • Symbiotic partnerships have come together most notably between educational
	   institutions and the dance companies in this study. Often dancers are students at
	   nearby primary and secondary schools and come to these dance companies to learn to
	   dance. Many of these children eventually become dancers who work for the companies.
	   Fifteen companies rent space from the nearby school or university, and thus, have 
	   access to the student body for recruitment purposes, and the school receives exposure 
	   to art. HBCU’s appeared to have a special relationship with these dance companies in 
	   that they invited them to make tour stops on their campuses. One company even 
	   indicated that their founding director’s college of choice was selected in part because 
	   of her work as a youth with another area Black dance company. Incidentally, educational 
	   partnerships are some of the longest standing relationships for these dance companies.

IABD

	 • Reluctance to talk about the financial health of their organizations honestly; individuals 
	   did not want to reveal the real information about who may or may not be paid or how 
	   much they are making.

	 • Reluctance to reveal the facts/ truth about the administrative/ financial/ operational 
	    health of the organization (and, in some cases, personal health), until the leadership 
	    realizes they are often in the same boat/ situation with many of their counterparts 
	    within in the IABD membership.

	 • The financial diagnostic can be utilized in all communities to help leverage their 
	    particular funding community. All organizations have asked when they will receive their 
	    financial diagnostic. 

	 • The evidence and significance of a powerful, personal and professional connection 
	    between the leadership (Denise Saunders Thompson) of the Association and her 
	    students/ friends/ colleagues in dance organizations throughout the country provides 
	    tentacles all over the country via Howard University and IABD. This recognition has 
	    occurred in all of the site visits. 

	 • IABD organizations have been foundational/ pilot programs for funding initiatives, 
	    however not the recipient of further money from that foundation or funding agency.

Purpose of the Study
In February 2017, Denise Saunders Thompson (IABD President and CEO) and Baraka Sele (Independent 
Arts Consultant) designed interview protocols to document the experiences and assess the needs of 
the thirty Black-led dance companies invited to participate in Phase I of the COHI. To participate in 
the COHI cohort, the dance organizations had to meet the following criteria: 
	
	 (1) established to serve culturally specific communities of African ancestry or origin,
	 (2) demonstrated that the majority of their work was created and presented by artists of 	
	       African ancestry or origin,
	 (3) had a dance company as part of their organization,
	 (4) had been in operation for more than five years,
	 (5) was a United States based organization, 
	 (6) maintained current IABD membership, 
	 (7) had annual operating budget of $100,000 or more with in-kind expenses.

Additional criteria for participation included:
	 (8) a depth of community relationships, 
	 (10) an excess demand for local based programming relative to organization’s ability to 	
	       provide programming, 
	 (11) engages/ supports local artists, 
	 (12) demonstrates a loss for the community if this organization no longer existed, 
	 (13) and, a demonstrated willingness to actively participate in the COHI assessment 		
	        process. 

To document a comprehensive overview of the experiences of Black dance companies, the 
characteristics of the thirty dance companies ranged in geographic location, age of company, artistic 
discipline, and budget.

…for the love of dance…

 
M E T H O D O L O G Y  A N D  S A M P L E  S T U D Y
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*Company, Location, Founding Date, Budget Size before in-kind expenses

 

W H O  W E  A R E ,  W H E R E  W E  A R E ,  W H A T  W E  L O O K  L I K E

	 • The cultivation/ development of many of the dancers in the various companies occurs 	
	    through organizations rooted in community-based organizations’ holistic approach 		
	    that reflects care of the whole dancer.

	 • The need to move beyond broken models and what’s been done in the past -- 
	    especially the decline of touring opportunities; but “moving beyond” requires a 
	    willingness to be open to new ideas and opportunities/ collaborations and 
	    connections. 

	 • Organizations are feeling isolated; that they are all alone creating the work.

	 • Long Term Board Members can be a strength or a weaknesss
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G E O G R A P H Y

Midwest
Mid-America

Mid-Atlantic
South

West

17%

7%

43%

20%

13%

Chart 1: Regional Location

Geography is broken down by regional arts organization geography (http://usregionalarts.org/). 
The dance companies in the cohort represent a cross section of regional locations in the United 
States including the Midwest (Illinois, Indiana, Iowa, Michigan, Minnesota, North Dakota, Ohio, South 
Dakota, Wisconsin), Mid-America (Arkansas, Kansas, Missouri, Nebraska, Oklahoma, and Texas), 
Mid-Atlantic (Delaware, the District of Columbia, Maryland, New Jersey, New York, Pennsylvania, 
the US Virgin Islands, Virginia, and West Virginia), the South (Alabama, Florida, Georgia, Kentucky, 
Louisiana, Mississippi, North Carolina, South Carolina and Tennessee), and the West (Alaska, Arizona, 
California, Colorado, Hawaii, Idaho, Montana, Nevada, New Mexico, Oregon, Utah, Washington, and 
Wyoming). Those that participated in this cohort were most heavily concentrated in the Mid-Atlantic 
region of the United States.  No dance companies from the New England region participated in this 
analysis/ review.
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Chart 2: Age of Organization

Age of Organization

The dance companies in this cohort are cultural fixtures in their communities and have consistently 
demonstrated a commitment to their artistic endeavors. The average age of a dance company in this 
cohort was 29 years old. The youngest company was seven years old while the oldest company was 
50 years old. The majority of the dance companies in this cohort, or 30%, have been in existence 
between 31 and 40 years.

 
L E G A C Y  A N D  R O L E  I N  T H E  C O M M U N I T Y
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Yes
90%

No
10%

Chart 3:  Founder Presence

Yes No

 
F O U N D E R  P R E S E N C E

The presence of the company founder or collective founders is strong for these companies. Five 
companies in particular, the youngest of which was founded in 1980, were founded by individuals. The 
remaining 23 organizations were founded by collectives. Ninety percent of the companies in the cohort 
indicated that a founding member was still a functioning member of the staff at the organization. It 
should be noted that of those organizations who have founders that are still with the company, six of 
those companies are over 40 years old. 

The founder presence serves to be an area of formidable strength for the organizations, and moderate 
weakness for succession planning purposes. All founders take on outside work choreographing and 
teaching and pour those funds back into the organization. Twenty-six founders indicated that they 
were stressed and fatigued with the challenges of being both administrators and creatives. Most would 
like to focus on the creative work, but are unable to do so due to fiscal concerns. The fact that these 
founders have given their lives to sustaining this work has kept the companies going for decades. 
However, many are beginning to age and have health problems. One organization discovered the value 
of the work of their primary person (often times Founder) was doing when he became ill and they had 
to pay others to complete his tasks. This model of running organizations on sheer will and love is not 
sustainable, should the health of the founders or executive directors decline significantly. 

Succession Planning 
Succession planning is something that many of the dance companies know that they need and would 
like to accomplish. However, succession planning is challenging when the funding is not there to pay 
personnel what they are worth. The current founders and executive directors are giving their entire 
lives over to their organizations for very little financial compensation. Finding younger people to do 
the same, in even more expensive cities, is a significant challenge. Furthermore, the existing staff 
realize that expecting someone new to give their life to the work with as little financial compensation 
as they have received themselves is unrealistic. The organizations are working to pay all of their staff 
more. They understand that the reward that comes from seeing dance thrive is significant, but not 
enough.
 
Additionally, given the funding climate and audience development challenges, several organizations 
indicated that they had either shifted their marketing to reflect that they represented the city, or 
dance for all rather than specifically indicating that they were a Black dance company in order to 
attract new audiences and funding. Other organizations indicated that they did not shift from 
specifically indicating that they were a Black dance company, but that this adherence to their original 
mission had been to their detriment. This shifting in identity for marketing’s sake is reflective of the 
changing demographics of metropolitan cities where the migration of Black people to other locales 
may be having an adverse impact on support for local Black organizations. It also speaks to how some 
organizations planning and promoting efforts are evolving to match the existing climate. 
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Chart 4: Dance Company Genre

Cohort members report that their art includes a variety of dance disciplines, often falling within at 
least two dance genres. There were five companies with a singular focus on one dance genre. It’s 
interesting to note that 26% describe their dance genre as falling within multiple disciplines with at 
least three genres noted within their description of their art. A few examples of these descriptions 
include:

(1) Modern, Ballet, African
(2) African, Jazz, Modern
(3) Modern, Ballet, Afro-Caribbean, Post-Modern
(4) MT Apparatus, MT Modern, MT Afro Hip Hop, and Reinforced Motor Function (McLeod Technique)

 
D A N C E  C O M P A N Y  G E N R E

 
F I S C A L  C L I M A T E
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Chart 5: Budget Size Per Fiscal Year 2016

The budgets for these dance companies range from as small as $73,413 for the newest company to as 
large as $5,351,700. There are significant differences in the budgets of organizations that own real 
estate or have very low rent, and those that incur costs due to renting rehearsal and administrative 
space. Organizations that indicated that they felt financially solvent owned or rented their spaces for 
very little money. For organizations in expensive metropolitan areas, real estate was a key component 
of their survival. 

The above budget numbers would seem robust considering the fact that seven or 23% of them range 
between $500,000 and $1,000,000 and six or 20% of them have a budget of over $1,000,000. 
However, these numbers belie a great deal of donated labor. The work of these long-standing 

organizations has been carried out due to the dedication of the staff and artists. Many of these artists 
and professionals gift their time to these companies simply so that art of African origin can exist. 
However, the estimated value of the combined unpaid labor for all thirty companies is $4,941,185.85. 
This estimate was obtained through an In-Kind Revenue Survey developed by NFF with input from 
IABD. All thirty companies completed this survey to inform the value of combined labor based on how 
much it would cost the organization to pay for the service provided. Thirteen companies indicated 
that the primary producers of the art, or dance apprentices, have donated approximately $195,942 
combined dollars in talent to their organizations. 

In addition to dance company members, dance interns have donated another combined $70,300 to 
five organizations. Professional, full-time dancers have donated $791,800 to seven organizations. 
Services donated by professional technicians, such as stage management and lighting design and 
operation totaled $310,953. One company is reporting that 58% of their expenses are in-kind. As 
metropolitan cities grow more expensive those that provide in-kind labor to these organizations may 
not be able to provide their services for free. There are clearly audiences who enjoy the work of the 
dance companies, and their presence has strengthened their communities. Thus, it is imperative that 
these companies find funding to support the myriad of staff who make the work happen. 

As noted above, the budgets for these organizations vary widely. They range from $73,413 to $5,351,700. 
However, only two companies rated themselves as not financially healthy when asked verbally. Others 
ranked their health as needing improvement but did not see the situation as dire. When asked to rank 
the organization’s health on a scale from 1-10, the average rating was five. Yet, twelve organizations 
did rank themselves at a seven or above, which is promising.

This incongruence between the verbal ranking and the numerical ranking is significant, and thus the 
data is not clear. It seems that the companies are somewhat aware of the financial challenges they 
face, but are remaining optimistic to the point of, perhaps, not facing the totality of their needs. 
Despite good feelings about the financial stability of the organizations, only three companies had two 
or more months of cash on hand available in fiscal year 2016. Forty-one percent of the companies had 
less than one month of cash on hand. This reality is reflected in the companies’ fiscal goals: 38% of 
the organizations are aiming to have a budget surplus while the majority hopes simply to break even. 
In fiscal year 2016, eleven organizations reported a surplus.

However, all of these organizations also noted significant amounts of in-kind donations. These data 
include in-kind donations of significant amounts of labor, and thus, they have not achieved a surplus 
in the truest sense, which means that they have earned more than is reported.
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Organizations who outright own property, or who have low rent costs, are financially more stable, 
and seem to be able to focus on their core work and seek these partnerships less often. In some 
cases, these partnerships are required by funders who wish to see their dollars go further. In these 
situations, the companies work hard to meet these funding requirements and remain focused on 
their mission as a dance company. Nonetheless, the companies are finding ways to partner that fit 
within their mission. 

In order to stay viable and relevant, however, several organizations indicated that they were adding 
interdisciplinary aspects to their performances including singing and visual arts. On most occasions 
this work reflects the fiscal climate and a need to diversify their work in order to reach new 
audiences. Several organizations noted that they partnered with dance companies that are grounded 
in the traditions of other groups such as American Indian communities. These partnerships reflect 
a relationship that is not only financial but also spiritual in that they represent people who have 
historically been excluded coming together to create one, forceful, voice.

 
S T A F F I N G

When asked questions about their staff, these dance companies reported information on their 
administrative and production staff. The chart and the interpretation below represents information 
on those staff (administrative and production staff) members only. Information about the dancers in 
the company were reported separately.  

Of the thirty organizations, only two have ten or more full-time staff. The organization with the largest 
budget is not one of these two organizations. The average number of full-time staff, when considering 
all organizations is three and a half. It should be noted, however, that six of the thirty organizations 
indicated that they had no full-time staff at all. With regard to part-time staff persons, only six of the 
thirty organizations have part time staff in this category (see chart below). The primary number of 
staff are contracted positions. Only six of the thirty organizations did not have contracted staff that 
were not dancers. 
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Chart 6: Paid Staff Types
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F I S C A L  C L I M A T E
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Yes, 76%

No, 17%

Not Reported, 7%

Chart 7: Paid Artistic Director

Yes No Not Reported

Twenty-three companies in the cohort or 76% have at least one paid artistic director with the 
exception being one of the smallest, newer companies. There are five organizations that have not paid 
artistic directors. Most dance companies reported that paying their artistic directors was essential to 
maintaining continuity and developing dancers, even more so than the executive director. 

 
C O M P E N S A T I O N

Yes, 80%

No, 7%

Not Applicable, 
10%

Not Reported, 
3%

Chart 8: Percentage of Paid Dancers

Yes No Not Applicable Not Reported

Twenty-four dance companies in the cohort, or 80% of the sample, report that they pay their dancers. 
One company did not respond to this question, five companies report that they are unable to pay 
their dancers at all. The length of dancer contracts varies and is based on funding. Some dancers 
are paid yearly, whereas others are paid weekly. Dancers’ contracts vary and can be paid based on: 

	 • performance only;  •rehearsals only;  •performance, rehearsals, teaching and choreography;
	 • project-based pay.
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Chart 10: Type of Touring Activity

 

T O U R I N G  A C T I V I T Y  A N D  C O M M U N I T Y  I N V O L V E M E N T  

A N D  C O L L A B O R A T I O N S

Touring Activity
Nearly 80% of the companies are touring domestically, and of those, 30% are also are able to tour 
internationally. Less than one-quarter of the companies indicate that they are not touring. No company 
reported touring solely internationally. The fact that these companies are able to perform outside of 
their respective cities indicates that there is a desire for Black dance and that the companies have 
the capacity to tour. 

While 80% are touring domestically, that does not reflect a persistent concern that was aired amongst 
the participants regarding the diminishing level of tourism in the United States. The challenges that 
face Black dance companies to distribute their art, far outweigh the opportunities to be presented. 
IABD has invited presenters to re-engage in the conversation about touring engagements for the 
Black dance community, to gain a further understanding of the touring process, enhancing tools for 
touring, increasing and awareness/recognition within the U.S. and abroad.

One aspect of touring that is directly within one organization’s mission to serve “culturally specific 
communities of African ancestry or origin” are those companies who have been able to tour HBCU’s. 
Currently, twenty dance companies have current relationships collaborative in nature, within HBCU 
dance programs, through master classes, workshops, training and professional development 
opportunities. These colleges and universities were founded during an era when higher education 
was segregated, and have continued to offer Black students in particular, but students in general, a 
place where a Black aesthetic is both valued and cherished. The partnership between the COHI cohort 
and the HBCU institutions is noteworthy. 

Community Involvement and Collaborations 
The work of these companies is achieved through the dedicated hard work of its long-term staff, 
dancers, and boards of directors. An additional partner in their work are their surrounding communities, 
which include school districts, colleges and universities, corporations, non-profit organizations, and 
other artistic organizations. 

 
T H E  N O N P R O F I T  M O D E L

The nature of how arts organizations work changes over a period of time due to its connection with the 
community, its funding support, programming, and other reasons. Therefore, it only seems fit, that 
the business model of our companies should shift, change, and grow just as the work does. Though 
there are other means of operations to consider, fiscal sponsorship, affiliation with higher education 
institutions, project-based work, etc. However, the COHI participants of this study decidedly work 
within the established constructs and confines of a model – “the dominant organizational format that 
is the incorporated nonprofit organization with charitable status [that is challenging and has] become 
ill-adapted to serve emerging realities and intentions.”

This format provides public and private funders with the legal accountability they desired when 
making financial contributions grants. At the same time, it demands delivery and accountability 
and cultivates rigid ways of working and complex procedures to ensure that risk is managed out 
of the processes of the organization. The format is predicated on maintaining a consistent level 
of annual operations, which was somewhat possible when there were sufficient resources in the 
arts funding system to support sustained annual activity. However, with the lack of growth in the 
arts funding system, most arts organizations are now severely under-capitalized and straining to 
achieve their expected level of annual activities.

Two perilous traps of the structure are the institutional mindset and the relentless drive 
for growth with its attendant aversion to risk and failure. The institutional mindset often 
leads to confusion about who is responsible for leading the organization with much of the 
nonprofit literature on governance supporting a hierarchical organizational structure with 
the board of directors charged with setting the vision and mission of the organization. This 
viewpoint is often too rigid and too risk adverse to fit the needs of entrepreneurial artists.”   
(Arts Action Research article, “Do We Need A New Model?”) 

IABD is currently operating in this structure and yet, we believe, it is important that we learn how to 
work towards a more healthy and productive organization that better services what we do and how 
that’s accomplished. Leadership of this organization will not prescribe to an institutional mindset of 
running a nonprofit – we make conscious decisions to operate differently, internally and externally.

Many of the Black-led, IABD member organizations within this report, that appear to be fiscally stable, 
are functioning in a state of daily crises as a result of systemic barriers – biases, discriminatory 
practices, lack of fair access and opportunity, racism, social justice issues and just plain ‘ol trying to 
operate within the standard nonprofit model. On a day-to-day basis these companies are experiencing 

financial and organizational predicaments that could have them open for business one day and closed 
the next. Yet within this model, they weather the many storms that come and go, withstanding the test 
of time – 50 years and counting! How have they been able to do so? Ask anyone of them, and they will 
tell you “just barely, but we are still here.”

Prescribed organizational behaviors and configurations of the nonprofit model simply do not work 
for our companies based on White mainstream structures, expectations and ways of working. 
The circumstances and conditions for Black dance companies are inequitably different and our 
organizations have been struggling for years to achieve a traditional and conformist organizational 
structure that was developed to actually keep us out and/or with limited to no resources. This inequity 
has been brought about by design and through a lack of access, unobtainable measurements and 
criteria. 

What the organizational assessment has given the COHI participants is the permission to question 
the viability and current operations structure of their organizations, so that they might consider 
other options that would better serve their needs. Upon the realization that they no longer needed to 
think or act in a certain way, participants stepped ‘outside of the box’ to actualize the much-needed 
evolution within their organizations. There has been a shift, whether individually or organizationally 
across all of the participating companies – 100% – as a result of this program. This is a result of the 
re-establishment of a network that was once feeling siloed and alone, that now has re-connected and 
has given itself permission to make change while supporting the work of one another.

IABD is now positioned and poised to make change in the nonprofit arts sector and ready to lead the 
way. The work of correcting the narrative, leveling the playing field, removal of systemic barriers and 
shifting of power lies ahead. A roadmap for change does not exist, however we have decided to move 
forward, a continued theme for an organization in its 4th lifecycle – “create and build it as we go.” IABD 
is looking beyond the point of acknowledgement to recognition, and seeks direct change that must 
occur in the performing arts field, corporate and philanthropic communities for our organizations to 
prevail and survive. We must do what is necessary to effect change. IABD will focus on what we all have 
to gain, rather than what each one of us may lose. We owe this to ourselves.
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R E C O M M E N D A T I O N S

A Call to Action for the Arts and Culture Sector
After reviewing the findings noted above, the following areas create opportunities to provide 
additional support for the dance companies in this cohort specifically, and the needs of the Black 
dance sector at large. While IABD is positioned to be able to support Black dance companies because 
of their legacy, expertise, sector relationships, and historical connections to these organizations, 
IABD does not currently have the capacity nor finances to address many of the challenges faced by 
the companies in this cohort. Yet, we are in need of capacity. 

For those in the arts and culture sector that have prioritized the diversity, equity and inclusion of 
various dance forms, aesthetics and voices in dance, these research findings present an opportunity 
to support the evolution of the Black dance company experience, to right the wrongs and effects of 
systemic oppression for people of African descent in the dance sector specifically while supporting 
the breadth and depth of the dance sector in general.

Outlined below are opportunities that IABD, if funded, could employ to support the capacity and 
evolution of these Black dance companies. These opportunities exist and IABD is primed to be the 
ideal service provider directly to these organizations and its community.

• Fundraising Support
	 Organizations are aware that they must begin thinking about fundraising differently than 	
	 they have in the past. Some have already begun diversifying their revenue streams to 		
	 include 	leadership institutes, arts education programming, etc. These efforts provide 		
	 additional revenue for their work and could serve as a best practice.

• Operational and Staffing Support
	 Several of the organizations reported that their work rests heavily on the work of one or 	
	 two persons who guide the organization. Through sheer will these individuals are keeping 	
	 Black dance alive in their communities. However, constantly being responsible for keeping 	
	 an organization afloat, and maintaining their dance staff means that there is little time for 	
	 long term planning and envisioning. 

• Board Development
	 Budget and finance incorporate several entities for the companies, one of these is 		
	 board development. At present, not all companies are requiring their board members to 	
	 contribute financially to their organizations.

• Archive and Resource Database
	 IABD has access to a wealth of information which serves as a nucleus for scholarly		
	 discourse. A clearinghouse or database on the IABD website could include scholarly 		
	 articles about dance and arts trends; provides resources for funding; culls together 		
	 relevant Conference and Festival information; and highlights best practices in leadership 	
	 development; documenting impact and other topics important for innovation and 		
	 success. A comprehensive Black Dance Archive is needed now more than ever.

• Partnership and New Programming Opportunities
	 There are opportunities for IABD to partner with organizations within our current 		
	 programming structure (COHI, regional sponsorships, programming opportunities, touring 	
	 networks, master classes, consulting services, emergency preparedness, Conference and 	
	 Festival planning, and production partnerships with local entities).

	 Health and Wellness 
	 Given the repeated mention of the waning wellness of staff and founders, there perhaps 	
	 is an opportunity for IABD to partner with a national wellness organization that would 		
	 prioritize ways to integrate mental health and wellness services for the staff and dancers 	
	 at these member organizations. Without mentally healthy individuals, the work might 		
	 begin to suffer, and the companies will not be able to innovate or plan long term. The 		
	 organizations are willing to think strategically and long-term, but they are unable to do so 	
	 because of the ever-looming financial challenges. 

	 Insurance
	 IABD wishes to explore opportunities that create awareness and streamlined efforts toward 	
	 staffing benefits, specifically health insurance. At present, most of the dancers in these 	
	 companies did not have health insurance through their dance companies, which could 		
	 be disastrous should an injury occur. Also, as founders become elderly, they will also need 	
	 health insurance to age well. A national health coverage plan administered by IABD 		
	 for dancers of member organizations, presents opportunity to address this need.

	 Touring Network
	 While IABD often shares promotional materials of its member organizations via the IABD 	
	 newsletter and/or social media platforms, there is an opportunity for IABD to promote these 	
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	 organizations in a way that extends beyond the newsletter and the Conference and Festival. 	
	 IABD can begin curating regional/national tours of IABD member organizations, as well as 	
	 foster stronger ties to the national presenters and touring network. These IABD regional/ 	
	 national tours can mirror elements of the performance presentation model highlighted 	
	 during the Annual Conference and Festival. This revenue can support the companies and 	
	 IABD’s ongoing programming efforts.

HBCU’s
	 Perhaps most importantly is the link between these organizations and the education sector. 	
	 In nearly every interview the company members and administrators discussed the difference 	
	 they are making in the lives of young people through either teaching dance, or teaching 	
	 those who are already dancers how to teach, choreograph and administer programming. 	
	 The establishment of an education and/or training program with certification directly 		
	 connected between IABD and HBCU’s and/or institutions of higher learning will begin to 	
	 address “the pipeline” for arts administrators of color. 

 
C O N C L U S I O N
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As the number of Blacks in dance continues to grow, conditions regarding organizational health and 
desired infrastructure remain challenged and of concern as it pertains to a company’s chosen dance 
style, financials and region. Since the 1st International Conference on Black Dance Companies the 
focus has been on “finance” and the current state of funding patterns for Black companies and 
methods that an organization could devise to ensure a fair share. Still questioned today, are the 
processes that funders use to grant awards to Blacks in dance, as the disparity in funding between 
White mainstream large budget organizations and Black dance companies grows increasingly ever 
present. In 1998, a number of recommendations on alleviating this situation were made including 
providing more Black panel members on decision making boards, in particular Endowment panels. 
In addition, the establishment of potential panel lists were also an outcome of Conference sessions.
 
Events, schools and touring continue to remain three steady sources of earned revenue for companies. 
Yet, problems, rewards and concerns for each of these three potential sources of revenue exist. 
Developing, running and utilizing a school as a resource for dancers as well as the role of touring as 
an income generating activity provides opportunities for continued revenue generation, however, also 
serves as a cost center for organizations.
 
The consensus within this sector study is that Blacks in dance have had to become more creative and 
resourceful in generating earned and contributed income for their survival. The fiscal challenges of 
these companies have the positive, unintended consequence of bringing communities together that 
may not have done so otherwise. The dance companies are partnering across disciplines and across 
cultures to continue to bring art to their respective locales. Should they receive the funding they 
need, conceivably this work could become intentionally a part of their strategic plans and continue to 
bring their cities together through the power of art.
  
The statistical analyses of the status of funding for Black arts are quite sobering as confirmed by 
the DeVos Institute of Arts Management, Helicon Collaborative, National Center for Arts Research, 
OneDanceUK-Dance of the African Diaspora, Yancey Consulting, and independent arts consultants 
both nationally and abroad. 

We, Blacks In Dance, are acutely aware of the disparity between funding for White mainstream large 
budget organizations and Black companies, and call upon the philanthropic community to establish an 
“Agenda for New Directions in Funding Black dance companies” to effectively strengthen Black Dance 
Arts. The charge has been given. It is clear that these organizations contribute to their communities 
and through IABD, a renewed commitment to the future of Black Dance and the determination to 

see that companies survive, prevails. We are working together and the call for a unified campaign 
to address the organizational and financial health of the Black dance sector across this country is 
central to our future. 

Again, we pose the question: When will this disparity stop? When will the same set of criteria, access, 
funding and opportunity be available to all?
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The map above identifies the states of the thirty Black-led organizations that participated in the 
COHI organizational assessment. This sample does not mirror the U.S. Census Bureau’s 2020 Census 
Redistricting Data as published in The Black Population: 2010, 2010: Census Briefs, September 2011. 
(www.census.gov/prod/cen2010/briefs/c2010br-06.pdf)

The information to follow confirms the location of the COHI participants juxtaposed to the Black 
population that may or may not exist within their region. Black people have distributed their art and 
culture throughout the United States and even in places where there is not strong African American 
presence. They have managed to expand their art, carry their art on their backs, where ever they have 
landed, and where ever their migrations have taken them and sometimes those are in places that 
don’t have significant Black populations.

As demographics of the United States change, the dance companies continue to address a changing 
community. In 2015, the Census Bureau projected that the U.S. population as a whole is expected to 
become a “majority-minority” in 2044. The minority population is projected to rise to 56 percent of 
the total in 2060, compared with 38 percent in 2014. (United States Census Bureau, www.census.gov/
newsroom/press-releases/2015/cb15- tps16.html. Accessed January 15, 2018)

 
A P P E N D I X  A

 
A P P E N D I X  B

DEFINITION OF BLACK OR AFRICAN AMERICAN USED IN THE 2010 CENSUS

According to the U.S. Office of Management and Budget (OMB), “Black or African American” refers to 
a person having origins in any of the Black racial groups of Africa. The Black racial category includes 
people who marked the “Black, African Am., or Negro” checkbox. It also includes respondents 
who reported entries such as African American; Sub-Saharan African entries, such as Kenyan and 
Nigerian; and Afro-Caribbean entries, such as Haitian and Jamaican.*

Yet, Black people are not just those who come from Sub-Saharan Africa or from the Caribbean, which 
we see being elevated and realized within the international membership of IABD, and many of whom 
identify as Black. The U.S. Census description does not take into account people from South (Bahia, 
Brazil) and Central America. There are people who identify as Black in India, Australia, Sweden, 
Germany, and all kinds of Black people in North Africa that are not seen, and where colorism plays a 
role as to who is presented in the media whether light or dark-skinned. The idea the census makes, 
that Black people are “Negroid people” and only come from Sub-Saharan Africa, is false. Quite 
frankly, White people and namely White Arabs came and pushed a significant number of Black 
people out of North Africa. However, there is a large population that remains in North Africa. Black 
people are everywhere, and they come from India, Australia, South America, Germany, Sweden – and 
from all over the world.
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2010 U.S. CENSUS POINTS TO NOTE ABOUT THE  
BLACK/AFRICAN AMERICAN POPULATION 

The South was the region where Blacks comprised the greatest proportion of the total population.  

The majority of Blacks in the United States lived in the South.  

The multiple-race Black population was more geographically dispersed than the Black alone population.  

The Black population grew in every region between 2000 and 2010 with the Black in combination population contributing to this 
growth, particularly in the South.  

 

 

The Black population represented over 50 percent of the total population in the District of Columbia and over 25 percent of the total 
population in six states, all located in the South.  
The Black alone-or-in-combination population represented 38 percent of the total population in Mississippi (see Table 5).  

Nearly 60 percent of all people who reported Black lived in ten states.  
The ten states with the largest Black alone-or-in-combination populations in 2010 were New York (3.3 million), Florida (3.2 million), Texas 
(3.2 million), Georgia (3.1 million), California (2.7 million), North Carolina (2.2 million), Illinois (2.0 million), Maryland (1.8 million), Virginia 
(1.7 million), and Ohio (1.5 million) (see Table 5). Among these states, four experienced substantial growth between 2000 and 2010. The 
Black alone-or-in-combination population grew by 29 percent in Florida, 28 percent in Georgia, 27 percent in Texas, and 21 percent in 
North Carolina.  

Out of the ten states above, nine of them also had the largest Black alone populations. The state with the tenth largest Black alone 
population was Louisiana (1.5 million). In a similar fashion to the Black alone-or-in-combination population, the Black alone population 
also experienced considerable growth in Florida, Georgia, Texas, and North Carolina.  

The South was the region where Blacks comprised the greatest proportion of the total population. 
The majority of Blacks in the United States lived in the South.	  
 
The multiple-race Black population was more geographically dispersed than the Black alone population. 
 
The Black population grew in every region between 2000 and 2010 with the Black in combination 
population contributing to this growth, particularly in the South. 

The Black population represented over 50 percent of the total population in the District of Columbia 
and over 25 percent of the total population in six states, all located in the South. 

The Black alone-or-in-combination population represented 38 percent of the total population in 
Mississippi (see Table 6). 

Nearly 60 percent of all people who reported Black lived in ten states. 
The ten states with the largest Black alone-or-in-combination populations in 2010 were New York (3.3 
million), Florida (3.2 million), Texas (3.2 million), Georgia (3.1 million), California (2.7 million), North 
Carolina (2.2 million), Illinois (2.0 million), Maryland (1.8 million), Virginia (1.7 million), and Ohio (1.5 
million) (see Table 5). Among these states, four experienced substantial growth between 2000 and 
2010. The Black alone-or-in-combination population grew by 29 percent in Florida, 28 percent in 
Georgia, 27 percent in Texas, and 21 percent in North Carolina. 

Out of the ten states above, nine of them also had the largest Black alone populations. The state 
with the tenth largest Black alone population was Louisiana (1.5 million). In a similar fashion to the 
Black alone-or-in-combination population, the Black alone population also experienced considerable 
growth in Florida, Georgia, Texas, and North Carolina. 

The Black population grew in every state between 2000 and 2010, but declined in the District of 
Columbia. 

Of the population who identified as Black, people who reported multiple races were more likely to 
live in California. 

The Black population was highly concentrated in counties in the South. 
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The Black population grew in every state between 2000 and 2010, but declined in the District of Columbia.  

Of the population who identified as Black, people who reported multiple races were more likely to live in California.  

The Black population was highly concentrated in counties in the South.  

 

The Black population in the South experienced mixed growth—some counties experienced an increase, while others experienced a 
decline.  

The Black in combination population had large concentrations in northeastern states and counties near metro areas in the West, 
Midwest, and South.  

The places with the largest Black population were New York and Chicago.  

The places with the largest Black in combination populations were New York and Los Angeles.  

The place with the greatest proportion Black was Detroit.  

 

 

 
  

The Black population in the South experienced mixed growth—some counties experienced an 
increase, while others experienced a decline.  

The Black in combination population had large concentrations in northeastern states and 
counties near metro areas in the West, Midwest, and South.  

The places with the largest Black population were New York and Chicago.  

The places with the largest Black in combination populations were New York and Los Angeles. 
 
The place with the greatest proportion Black was Detroit. 
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K E Y  W O R K S ,  A R T I S T S  E V E N T S  V E N U E S ,  T E X T S
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28
RJ Muna; Company,  

Alonzo King LINES Ballet

31
Scott Robbins,  

Geek With A Lens; Company,  
Dayton Contemporary  

Dance Company

34/35
Scott Robbins,  

Geek With A Lens; Company,  
Philadanco!

38
Scott Robbins,  

Geek With A Lens; Company, 
Philadanco!

2
Scott Robbins,  

Geek With A Lens; Company,  
Lula Washington Dance 

Theatre

3
Scott Robbins,  

Geek With A Lens; Company,  
Dallas Black Dance Theatre

4
Scott Robbins, 

 Geek With A Lens; Company,  
Forces of Nature Dance Theatre

6
Scott Robbins, 

Geek With A Lens; Company,  
Threads Dance Project

7
Scott Robbins,  

Geek With A Lens; Company, 
Ballethnic Dance Company

8
Scott Robbins,  

Geek With A Lens; Company,  
Dance Iquail

10
Julieanne Harris; Company, 

Philadanco!

11
Jerry Metellus; Company,  

Cleo Parker Robinson Dance

11
Scott Robbins,  

Geek With A Lens; Company,  
Dallas Black Dance Theatre

11
Scott Robbins,  

Geek With A Lens; Company,  
Dayton Contemporary Dance 

Company

11
Jason Skinner, Jason Skinner 

Photography; Company, 
Lula Washington Dance 

Theatre

15
Scott Robbins, 

Geek With A Lens; Company,  
Deeply Rooted Dance Theater

16
Pour Eyez Photography; 

 Company,  
Iibada Dance Company

17
Scott Robbins, 

Geek With A Lens; Company,  
Eleone Dance Theatre

18
Scott Robbins, 

Geek With A Lens; Company,  
Collage Dance Collective

20
Courtesy of Kevin Harris;  

Artist, Kevin Harris

22
Scott Robbins,  

Geek With A Lens; Company,  
Elisa Monte Dance

23
Scott Robbins,  

Geek With A Lens; Company,  
Ronald K. Brown⁄Evidence,  

A Dance Company

24/25
Lawrence Green; Company, 

KanKouran West  
African Dance Company

27
Jack Vartoogian; Company, 

African American Dance 
Ensemble

40
Scott Robbins,  

Geek With A Lens; Company, 
Cleo Parker Robinson Dance

41
Scott Robbins, 

 Geek With A Lens; Company, 
Atlanta Dance Connection

42
Scott Robbins,  

Geek With A Lens; Company, 
Washington Dance Institute

43
Ed Miller; Company,  

Dimensions Dance Theater

44
Michael Slobodian; Company, 

TU Dance

45
Scott Robbins,  

Geek With A Lens; Company, 
Urban Bush Women

46/47
RJ Muna, Company,  
Robert Moses᾽KIN

49
Scott Robbins,  

Geek With A Lens; Company, 
Danse4Nia Repertory Ensemble

51
Michael Martin Photography; 

Company,  
Hayiya Dance Theatre

53
Scott Robbins,  

Geek With A Lens; Company, 
Deeply Rooted Dance Theater

55
Rosalie O᾽Connor; Company, 

Garth Fagan Dance

56
Courtesy of Nathan Sayers  

for Pointe Magazine;  
Artist, Ashley Murphy

71
Jennifer Harpending;  

Company,  
Kaleidoscope Dance Theatre

74
Sekou Luke;  
Company, 

Step Afrika!

78
Scott Robbins, 

Geek With A Lens; Company
 Dance Theatre of Harlem

79
Scott Robbins, 

Geek With A Lens; Company
Alvin Ailey American Dance 

Theater

83
Courtesy of Divine Rhythm 

Productions and Bloch; 
Artist, Jason Samuels Smith

85
Marc Monaghan;

 Company, 
Muntu Dance Theatre of 

Chicago

87
Tino Tran; Company,  

Spectrum Dance Theater

The International Association of Blacks in Dance, Inc.
8730 Georgia Avenue, Suite 606, Silver Spring, MD 20910

(301) 755-0831 

website: iabdassociation.org

email: contact@iabdassociation.org

Dance Thrives Here
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