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The phenomenon of ’'new dance’ has received little sustained
study, either in terms of its own history or in terms of its
efforts to reconstruct the representation of gender in
dance. This study assesses the extent to which
representations of masculinity in the work of British new
dance artists have differed significantly from the ways in
which masculinity has been represented in mainstream theatre
dance.

A theoretical framework is developed for analyzing dance
which takes account of theories already in existence and
examines them critically from an ideological perspective.
Whereas almost all existing dance theories confine their
examination of dance as art to an analysis of its formal and
aesthetic properties, the framework developed in this study
takes account of the social and historical conditions of
production and reception of the dance.

While there has been recent work on images of women,
issues relating to the representation of masculinity in
dance have not received attention. This study therefore
examines the relationship between the social construction of
masculinity and the conventions and traditions through which
masculinity is represented in cultural forms including
theatre dance. This extends existing theories of the social
and historical construction of the male body.

In order to establish the context and antecedents of
British new dance, representations of masculinity within
theatre dance are examined from specific periods between
1840 and the present. An analysis of selected pieces of
choreography by new dance artists identifies the ways
through which these artists have been critical of, and
challenged, dominant norms of representing masculinity in
cultural forms. By critically dismantling mainstream dance
conventions and problematizing technical virtuosity in male
dance, new dance artists brought about a situation in which
a new relationship was defined between the dancer’s body and
the meaning of dance movement. In some cases new dance
pieces challenge the spectator to reassess aspects of
masculine identity and experience that are generally denied
or rendered invisible in mainstream cultural forms.
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INTRODUCTION

The subject of this thesis is representations of masculinity
in theatre dance with special reference to British new
dance.

As a man writing about masculinity, I believe it is
important to start by coming clean about my personal
position in relation to this research and my involvement
with, and investment in its subject. Feminist ideas, since
I first came across them in the 1970s, have been a central
influence on my life and ways of thinking about the world.
Different men have, of course, reacted to feminism in
different ways. The range of this difference can be judged
by comparing two recent books: Refusing To Be a Man by John
Stoltenberg and Iron John by Robert Bly {1]. Stoltenberg’s
reaction to the feminist critique of masculinity has been to
feel that he wanted to disassociate himself as much as
possible from men and patriarchy. Bly, on the other hand,
argues that feminist attacks on men have weakened them and
what men need to do is to get closer to other men to
rediscover an essentialist male energy. My own position is,
of course, somewhere between the two. I sometimes find
myself feeling cautious and suspicious of becoming involved
in the way men operate together in situations that
automatically and unfairly favour men. On the other hand,
there is what, for want of a better way of describing it, I
will call a male energy which I am interested in and,
although I know all the arguments against essentialism, I

will not entirely discard. Through doing this research, I



have come to recognize how much I enjoy watching men
dancing; indeed I often have a feeling of disappointment
when I go to see a dance company that is new to me and
discover that it consists entirely of women dancers. For
me, this research has provided an excuse to have time to
think through what it means to me to be a man today, and a
structure through which to do it.

Like a lot of the men I write about in this thesis, I
discovered dance late. Being born and brought up in a small
northern town, and subsequently being sent to all male
boarding schools, I hardly had any opportunities to see live
performance of any kind, and certainly not ballet or any
performed dance. The possibility of going on trips to the
ballet would not have been considered suitable, even had
they been geographically possible.

My first degree was in Fine Art and after graduating I
pursued a career as a painter and lecturer in painting and
art history. 1In 1979, when I was 26, a friend talked me
into going with her (and thus driving her) down to
Dartington College of Arts in Devon to go to the 3rd
Dartington International Dance Festival. At these festivals
one had the opportunity to take classes with the dancers who
were there to perform their work. There I discovered new
dance.

At the time I was trying out going to men’s
consciousness raising groups, co-counselling and self-help

therapy, and had been going to classes in yoga and tai chi.



In 1980 I went to a "Men Against Sexism" conference in
Bristol. One of the workshops at this was in contact
improvisation. This was led by two men who I had already
come across at Dartington, and who were involved in writing
and producing New Dance magazine. (This workshop is
discussed in Chapter Five). I started going to weekend
workshops and classes in contact improvisation, and started
sending pieces of writing to New Dance magazine, which I
subsequently ended up running and eventually overseeing its
liquidation. Part of the process of writing this thesis has
thus included looking back on a history in which I have been
peripherally involved.

Many of the ideas in this thesis, both about the nature
and development of British new dance, the development of a
sociological approach to dance as art, and work on gender
representation in dance, were initially developed by Michael
Huxley and myself when the latter invited me to collaborate
with him in writing a paper on British new dance for
publication in Canada. "Not quite cricket", as our
contribution was called, was published in French in La Danse
Au Defi [2] and is we hope, at the time of writing, soon to
be published in English. Fergus Early is one of the dancers
we wrote about and who figures prominently in this study.
Looking back, part of the impetus to undertake this present
study came out of a conversation with Fergus, appropriately
enough in the men’s changing room at Dartington College of
Arts during another International Dance Festival there. I

was telling him about Michel Foucault’s ideas about the



body, and connections I saw between them and British new
dance. Fergus said that, while he had not come across
Foucault’s writings, they did seem relevant to the issues
and concerns of his own work. Crucially, he said he thought
this sort of theoretical approach to experimental dance was
supportive to new dance practitioners, and he encouraged me
to go on with it.

It was while driving back from that festival with
Valerie Briginshaw that she first suggested that I could
register for a research degree at West Sussex Institute of
Higher Education. She pointed out that, under the
regulations for research degrees, it was permissible to have
supervisors in more than one academic institution. This
made it possible to have one supervisor whose specialism was
dance and another, in another institution, whose specialism
was cultural theory, and issues relating to gender and
sexuality. We were both pleased when Richard Dyer agreed to
supervise this research.

Dance is a particularly interesting area in which to examine
issues of gender. Because the body is the primary means of
expression in dance, social perceptions of the physical and
anatomical differences between men and women are in some
ways more crucial to the way images are read in dance than
in other cultural forms. It will be shown that the recent
history of theatre dance is an area in which the workings of

gender ideologies are clearly revealed. The term ’British
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new dance’ is used to mean the radical and experimental
dance work produced by dance artists working independent of,
and in opposition to, the mainstream ballet and modern dance
companies. The radicalism of British new dance is generally
acknowledged to have been inspired by feminist ideas, and by
the example of the Women’s Movement. It is argqued in the
first and last chapters that a defining characteristic of
British new dance is a concern with gender representation.
The basic question which this thesis therefore sets out to
examine is to what extent representations of masculinity in
British new dance are ultimately any different from, or
critical of, representations of masculinity in mainstream
theatre dance.

It is necessary to define some of these terms more
precisely. Theatre dance is dance performed on stage rather
than dance activity occurring in social situations.
Throughout this thesis, this term is primarily used to
denote ballet since 1840 and the development during the
twentieth century of modern dance. 'Modern’, ’'new’,
’contemporary’, ‘postmodern’ or ’‘post-modern’, ’new wave’,
'next wave’ are all terms that have been used by dance
critics and commentators to describe particular developments
in theatre dance, often to imply that this latest style
renders all previous styles outmoded. The label ’‘modern
dance’ generally refers to the work of the pioneer dance
reformers who developed styles other than ballet, including
Ruth St Denis, Isadora Duncan, Doris Humphrey, Martha

Graham, Rudolph Laban, Ted Shawn and Mary Wigman during the
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first half of the twentieth century. ’Contemporary dance’
is sometimes used to distinguish the work produced in the
United States during the 1950s and 1960s from the work of
the earlier modern dance artists; most of the younger
choreographers —-- such as Merce Cunningham, Paul Taylor and
Alvin Ailey -- had started their careers dancing in
companies run by the earlier pioneers. It was also under
the label ’contemporary’ that modern and contemporary dance
from the United States were introduced to Great Britain
starting in the 1960s. Throughout this thesis, however, the
term ’‘contemporary’ is not used and ’‘modern’ is used instead
to cover both the earlier pioneering modern dance and the
later work that continues within that tradition. ‘Modern’
dance, in this sense, is the mainstream modernist dance
tradition that made up (and still largely constitutes) the
repertoires of the mainstream British modern dance companies
against which new dance artists reacted.

The label ‘post-modern dance’ was initially used to
indicate the radical, experimental, sometimes minimalist or
avant-garde work produced in New York in the 1960s and 1970s
by dance artists such as Trisha Brown, Steve Paxton and
Yvonne Rainer [3]. There is a feeling amongst the older
British new dance artists that the term post-modern (or
postmodern) has sometimes been applied to British work in
such a way as to blur or marginalize the radicalism of their
work. There has been, and still is, confusion among those

who write about dance as to what exactly is and is not post-
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modern, [4] or how this work relates to postmodernist, post-
structuralist and deconstructive theories. Little of the
postmodern philosophical and theoretical work has been
concerned with questions to do with gender issues. This has
led to a situation where the term postmodernism in all the
arts generally seems to embrace both work that is a
continuation of the modernist tradition, and the work of
artists who have taken up a critical and oppositional stance
vis a vis modernism; thus while neo-expressionist work that
could be said to assert an uncritical view of the male
artist as creative genius has been called postmodern, the
same label has been applied to feminist work of a very
different nature. For all these reasons I have stuck with
the term ’‘new dance’ in the lower case. In capitals, ’‘New
Dance’ is reserved for the title of the magazine which,
between 1977 and 1988, was, in the words of its promotional
literature, ’'by, for, and about’ British new dance artists.
A central aim of this research has been to develop a
theoretical framework for analyzing dance as both an
aesthetic and a socially constructed form. This has
involved taking account of theories already in existence and
examining them from an ideological perspective. It has also
involved an examination of the relationship between the
social construction of masculinity and the conventions and
traditions through which masculinity is represented in
theatre dance. Recent work on the social construction of
the body has also been considered for its applicability to

the study of dance. Issues concerning the body, gender and
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representation appear in different ways throughout the
thesis.

Social behaviour, and in particular the gender-
perceived registers of movement within society, is a
determinant of the conventions which structure gender
representation in theatre dance. Recently developed methods
of movement analysis (considered in 3.4.2) offer a useful
tool for observing and identifying these registers of
movement. Work has yet to be published on the analysis of
gendered movement in dance, and where movement analysis has
been used to analyze gendered aspects of social behaviour
this has mostly been based on assumptions about the
polarized nature of the difference between masculinity and
femininity that have been widely rejeéted in recent years.
While recognizing the necessity of closely analyzing dance
movement, I have chosen to present this through detailed
movement description rather than through the use of a
technical vocabulary devised by movement analysts.

In developing a framework that takes account of the
social and historical conditions of production and reception
of dance, issues of class, gender and sexuality have been
taken into consideration. The one area that unfortunately,
but unavoidably, has received little attention is issues
surrounding race and ethnicity. British new dance has been,
primarily, a white, middle class phenomenon, with almost no
black dancers involved in workshops and performances, and

with few if any black people in the audience. During the
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1970s and 1980s, young British dancers of African or
Caribbean origin have generally trained in modern dance or,
if they have trained in ballet, have subsequently had to
leave this country to work abroad, many in the United States
(there are, at the time of writing, still hardly any black
dancers in any British ballet company). Those who have
chosen to work outside this mainstream, have turned their
attention to developing black dance styles - looking mostly
to the dance traditions surviving in parts of West Africa,
and the Caribbean. Similarly, among British people of South
Asian origin, there has been a growing interest in classical
dance styles from the Indian subcontinent. Since the
primary focus of this thesis has been British new dance, and
since the concerns of new dance are so different from those
of South Asian Dance and Afrikan Peoples Dance, it has
regrettably not been within the scope of this research to
give much attention to issues relating to the representation
of race and ethnicity.

This thesis is therefore structured as follows. The
first chapter introduces British new dance, and shows that
many of the themes and concerns of this thesis were being
discussed and written about by British new dance artists
during the 1970s. The second chapter turns its attention to
dance theory. It points to the flaws within the formalist,
modernist view that dance is not a representation form, and
develops an account of dance as a signifying practice,
drawing on theories of expression, and on hermeneutics and

post-structuralist theories. Chapter Three is concerned
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with recent work on the construction of masculinity and on
representations in cultural forms, drawing in particular on
film theory. Chapter Four looks at the development, over
the last 150 years, of the main dance traditions that,
during the 1970s, formed the context within which British
new dance developed. It considers how masculinity has been
represented within the traditions and conventions of these
forms, taking into consideration the view of masculinity
developed in Chapter Three. The last chapter looks at
British new dance, focusing in particular on the
representation of masculinity within the work of Fergus

Early, Jacky Lansley, Laurie Booth, Lloyd Newson and Lea

Anderson.
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CHAPTER 1 BRITISH NEW DANCE

1.1 INTRODUCTION

Cultural historians and commentators often begin a study of
the art of a period by defining its style, by identifying in
the work of a group of artists a unifying aesthetic
sensibility which manifests itself within characteristic
formal configurations. The starting point for this study is
the proposal that British new dance cannot and should not be
defined stylistically in this way. The process of pigeon-
holing artistic movements within a progressive history of
evolving styles can lead to arbitrary selections and
exclusions that too often blur and mystify the particular
resonances and meanings which the works in question evoked
in their time. Style is historically specific and
ideologically produced, so that an aesthetic sensibility --
what Raymond Williams called a structure of feeling [1] --
mediates the point of view of a group of people situated in
a particular historical and social context. What is argued
here is that, in Britain, the diversity of different types
of work that, during the 1970s and early 1980s, were called
new dance will not settle easily or usefully into a unifying
stylistic continuum. What united the artists involved in
making new dance work in the 1970s and early 1980s was their
politics -- their oppositional stance viz-a-viz the
traditions and practices of the mainstream dance world, and
a shared belief about the way dance should relate to
society. The aim of this chapter is to substantiate the

claim that British new dance artists were broadly united by
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a particular set of political beliefs about the nature of
dance.

New dance was located within the emergent political
counterculture of the 1970s. This can be broadly
characterized as a series of loose alliances, or shared
concerns and responses to ecological issues, passivism and
non-violent protest, gay politics, feminism and new age
mysticism, along with beliefs in the efficacy of
consciousness raising, therapy, and meditation. What was
most responsible for the politicization of new dance was the
influence and example of the women’s movement. As Fergus
Early wrote in 1986, in a paper looking back at new dance in
the 1970s:

It is not a coincidence that new dance arose in

the seventies, concurrent with the development of

women’s liberation. [2]

For the women dance artists, politicization came about
through involvement in the women’s movement. For the men,
the women’s movement was exemplary. This politics can be
seen to have raised three main issues for new dance artists.
Firstly it affected the way they organized themselves and
approached the process of making dance work. Secondly it
meant that their approach to the teaching and learning of
dance techniques and doing movement research developed into
a body politics. Thirdly, as representation in dance is
dependent upon ideas about the body, it raised questions
about the nature of dance as a signifying practice, in

particular about how gender is represented in dance.
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This chapter considers, in Sections 1.2 and 1.3, the
ideological beliefs of new dance artists in Britain in the
1970s, by looking at their statements about artistic
practice and about the contexts in which new dance work was
produced. Section 1.4 considers to what extent their point
of view was shared by others working independently of the
mainstream dance companies and producing work that was seen
at the time as new dance. For this purpose the period which
this chapter looks at most closely is that between 1977 when
the first issue of New Dance magazine was published, and
1981 when there was a hiatus in dance activity in this
country [3], although the works considered in Chapter Five
were mostly produced during the 1980s. Sections 1.5 and 1.6
consider the complex relation between new dance and the idea
of newness and progress as an attribute of modernity. A
concern with representation, and in particular with
representations of gender constitutes a challenge to the
formalist, modernist orthodoxy to which the
institutionalized mainstream ballet and modern dance
companies subscribed. It is argued that a concern with
gender representation is a determining characteristic of new
dance. This led to an awareness of linkages between the
body, gender and representation which are central to this

study, and run through each chapter.

1.2 TH I CULTY OF DEFININ EW DANC
New dance was initially no more than the name of a magazine.

This was collectively run by a group of dancers who could be
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described as rebels, or perhaps as dissenters, from the
existing dance world, and who had come together to run
collectively a dance space, X6, in London’s dockland. The
term ’‘new dance’ was quickly taken up to describe the work
of these dancers and others associated with them and with
the magazine. This was not without some reservations from
the dancers themselves. Thus the editorial for the third
issue of New Dance magazine (henceforth ND), written by
Emilyn Claid, begins:

It is important that the words ’‘new dance’ do not

become a label for a certain type of work which appears

to belong to a small clique of artists who happen to

have been connected at the appropriate moment to the

first published appearance of these words. [4]
Fergus Early, writing in the paper already referred to, is
similarly concerned to avoid exclusive definitions when
looking back at the 1970s:

style is useless as a definition of new dance.

New dance is not:

baggy trousers, rolling about, Chinese shoes, contact

improvisation,ballet to rock music, release work, image

work,self-indulgence, stillness, American, non-

narrative... New dance does not exclude:

formal choreography, tap, ballet class, baggy trousers,

rolling about, Chinese shoes, jazz shoes, no shoes,

army boots, self-indulgence, contact improvisation,

rock music, virtuosity, stillness, narrative... [5]
If Early is suggesting that style is useless as a definition
of new dance, the very existence in 1986 of these many
different stylistic possibilities is itself significant. As
Early points out later in his paper, these possibilities
certainly did not exist in England before the 1970s. 1In
1961 when he was a pupil at the Royal Ballet School, he

recalls there was no tradition in England of independent
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dance recitalists ’devising their own techniques for their
own bodies’ as there had been in the United States and
Germany since the early 1900s. Indeed there was no outlet
at all for new choreographic work:
The theory expounded in exactly these terms by Ninette
de Valois was that no-one could choreograph until they
had been been in a ballet company for a number of
years, and that the only vocabulary it was possible to
use for serious choreography was that of classical
ballet.[6] (his emphasis)
What de Valois was stating was the method in which knowledge
and traditions had been passed on within ballet companies
for over two hundred years. It is in the 1970s that for
some dancers this more or less oral tradition was beginning
to be replaced by a different sort of knowledge of dance.
This came about as a result of the increasing availability
of films, videos and published material documenting the
history of dance, and the development of dance as an
academic subject. Dancers were beginning to be able to
choose what sort of dance they felt drawn to explore from a
range of possibilities that had not been available to dance
artists like Early in the 1960s. Making choices implies
thinking about them, and about what dance means. Mary
Prestidge, a founder member of X6, previously with Ballet
Rambert, gives an example of this new way of thinking about
one’s position as a dancer. In an interview in 1980 (ND16)
she recalls taking copies of New Dance magazine round to
some friends in Ballet Rambert, ’‘and somebody literally

said, "I don’t read about dance, I just do it".’ This was

evidently not the case for Prestidge. As she puts it:
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I am realizing more about the movements of politics,
feminism for example, which has integrated into what I
do, whether its making a performance or going about
my business. I don’t l1like the idea of having a
particular political stance, in the same way as I
don’t believe in a religious one, it becomes a dogma.

I would prefer to present myself in a way that can
contain those areas of experience without being
dogratic. [7]

1.3 X6 AND NEW DANCE

Those initially running or associated with X6 were Emilyn
Claid, Maedée Duprés, Fergus Early, Craig Givens, Timothy
Lamford, Jacky Lansley, Mary Prestidge and Stefan
Szczelkun. X6 was primarily a rehearsal space in which
these artists could develop their own work. On an
organizational level both X6 and New Dance magazine were
both run collectively, just as for example the feminist
magazine Spare Rib was run collectively. Indeed New Dance
was for a while printed by the same radical printers, Bread
& Roses. According to a prospectus for X6 printed in 1979
[8], ballet classes were offered on three out of five
weekday evenings a week while Gymnastics and ’Dance for
beginners’ were offered on the other two. As well as
teaching weekly classes, the collective also programmed
evenings of their own and others’ work, and organized
creative workshops, summer schools and conferences. At X6
Jacky Lansley ran women’s creative workshops which evolved
into a feminist performing group called Helen Jives. The
collective also experimented with the idea of choreographing
performance work collectively.

The formative dance background for most of these
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dancers was ballet. Early had danced with the Royal Ballet.
Lansley had, like him, trained at the Royal Ballet School
and both had been members of the Royal Ballet’s subsidiary
company ‘Ballet for All’. Anna Furse, who soon became
involved with X6 and with the magazine, had also trained at
the Royal Ballet School. Mary Prestidge had been a member
of Ballet Rambert, and Emilyn Claid had danced with the
National Ballet of Canada. They were interested in ballet
as a technique and as a theatrical tradition,but were
opposed (as will be shown) to the values with which ballet
had become associated in Britain by the 1960s and 70s. They
seemed less interested in modern dance, although Claid [9]
Duprés, Early, Givens and Lansley had all been either
students or teachers at the London School of Contemporary
Dance ~-- The Place -- in the early seventies.

New Dance magazine during the 1970s documented,
reviewed and disseminated information about the new dance
activity of its time, covering performances and festivals.
It also discussed ideas about teaching and anatomical
information about new ways of working with the body in
dance, and the politics of Arts Council support, or lack of
support, for independent dance. The magazine also covered
other areas: mime and dance in the community are both
discussed in New Dance magazine Issue no 1 (henceforth ND1):;
dance in education is a key theme in ND9, ND11 and ND12;
there are historical profiles -- of Emma Hamilton in ND8,

Rudolf Laban in ND9, and of Loie Fuller in ND10; a general
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concern for dancers intellectual development is serviced by
articles and sections on Dance books in ND2, reviews of
books appear in several issues and a bibliography on the
ideology of art is printed in ND7; there is a large section
on dance and film including both documentary footage of
historic performances and current avant—-garde films with
dancers in ND8.

From this it can be seen that the collective were
informed about current radical intellectual concerns, and
were working through how these related to their work as
dancers. This can be seen in coverage of two other areas:
ballet and popular dance. Folk and traditional dance
receives what at first appears to be a surprisingly large
coverage: Padstow May day celebrations ND3; La Fete des
Vignerons (Switzerland) ND4; A Geordie looks back ND5; Folk
dance in Eastern Europe ND10; Ritual dance in Malaysia ND11.

There is an interest in other popular dance: new wave dance
and music in ND4; skateboarding in ND5; Rock ’n Roll in
ND13. The covers of the magazine also reflect this
preoccupation: The hobby horse from the Padstow May day on
the cover of ND3; a photograph by Geoff White of the Notting
Hill Carnival on ND4, and another of his photographs of an
elderly white couple dancing alone on an open air dance
floor in a public park in Bethnal Green, London on the cover
of ND7; the cover of ND8 shows stills from an archival film
of Music Hall showing ’The Brewster troupe of high kickers’
in 1902. Ballet is covered in ascerbic reviews concerned

more with exposing the social ambiance of the Covent Gardens
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Opera House than with reviewing the performance itself in
ND3 and ND10, while an article on The Junior Royal Ballet
School at White Lodge, also in ND10 almost resulted in a
libel action being taken out against the magazine.

What underlies this coverage of ballet and popular or
folk dance is the development by the X6 group of an
ideological view of dance in relation to society. A hint of
the sorts of discussions that were going on about dance and
society can be gained from an edited transcript of a seminar
entitled ’NEW DANCE - WHAT IS IT’ held at the 1977 ADMA
Festival [10]. There were four main speakers at this
meeting: Rosemary Butcher, Emilyn Claid, Kate Flatt and
Jacky Lansley. Others joining in the discussion include
Fergus Early, Tim Lamford and Stefan Szczelkun.

There is a precis of Claid’s presentation in which she
is reported to have said that:

the importance of the word new is not so much in the

surface innovation of technique and style, that clothes

the rediscovery of basic knowledge, but in the relation
of any dance activity to its social context. Dance
activity includes writing, watching, learning, teaching
and performing, and is not to be taken as a closed or
specialist category. The ‘relating to the social

context’ occurs on many levels from a personal to a

global scale. [11]

Jacky Lansley reportedly made similar points, saying that
work was not divorceable from its social context, or the
predominant ideology of society [12]. Claid’s presentation
was concerned with new ways of teaching that are summed up

by the sentence ’‘people learning dance should not have to be

pushed mindlessly’. Lansley is more concerned with
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performance work, proposing that:

From

Art and dance reflect(ed) the environment but could not
be described entirely in terms of economics. They
contained their particular forms of expression and
ideology.

Content and meaning were transmitted through forms of
work as well as the explicit ideas one was
consciously using. (her emphasis) [13]

this position she suggests that one should criticize

ballet and other dance styles on levels other than what is

explicitly represented, arguing that:

Thus

Dance as an art form implicitly contained reactionary
history and traditions, inheriting assumptions
regarding its nature. [14]

it is

cee imperative to understand implicit ideology which
perpetuates ideas and assumptions. [15]

Discussion then turned to the subject of an earlier

presentation by Kate Flatt which had discussed the ritual

May Day Dance at Padstow. Referring to this, Lansley

suggested the event sounded an interesting political

phenomenon because

This

it was an occasion where people were free to express
certain things emotionally that they don’t normally
have room to express. The areas normally considered
as escapist are the ideas where people have a platform
to express their repression, not necessarily
articulately. [16]

provoked a general discussion about the politics of the

Padstow event that is worth quoting at length:

Stefan (Szczelkun) Are they expressing repression at

Padstow? What has it got to do with politics?

Kate (Flatt) Everyone had responsibility for the

organisation and the dancing of it.

Fergus (Early) It is an example of the sort of thing

that the present political system has crushed.
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Jacky So it 1is an expression of collective creativity.
Roberta (Saady) One can’t find a way that art can be
directly political through words or something like a
play about something. It is more useful as a
subversive influence. How can art be directly

political?

Jacky Everything can be political. 1In performance one
can’t create real material conditions (production) but
an abstract situation. Art can change ways of thinking
and perceiving, and thus effect (sic) ideology.

Roberta Present audiences are largely elite.

Kate It’s a long term project.

Martin (Rudin?) You can begin ... to find a common
language from which one can write larger statements.

Jacky Dance is an energy booster, which then needs
focusing.

Fergus Dance can have a political function, even if it is
the function of reinforcing an implicit ideology in a
cultural context; as ballet performances at Covent
Garden do. It raises the danger of creating new
stereotypes.

Jacky One of the great dangers of working in a specialist
area is that one gets divorced from external realities.
It is to do with the notion of specialization. [17]

From this it is clear that folk festivals like that at
Padstow were more to the taste of members of the Xé
collective than performances of ballets at Covent Garden.
The following table compares their view of a ballet

performance at Covent Gardens with their view of the May Day

celebrations at Padstow.
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ISSUE BALLET MAY DAY
skills specialised skills ‘“the simplicity of
movement material
meant that each
individual could
develop it according
to their own abilities’
(Kate Flatt)
choreographer 1 (male) collective creativity
choreographer (Jacky)
audience elite audience the whole community
plus visitors
organisation hierarchical everyone responsible
institution for the organisation
(Kate)
political reinforcing an implicit| free to express
function ideology in a cultural | certain things that
context (Fergus) they don’t normally
have room to express
(Jacky)

If one then considers the way members of the X6 collective
thenselves made dances, one can see that the folk festival
represented many aspects that they wished to emulate.
Skills We have seen that both Claid and Lansley cautioned
against the dangers attached to specialised skills. As will
be seen there was an interest among new dance artists in
more everyday and pedestrian movement, which was perceived
as less elitist, and there was an interest in new ways of
moving such as release and contact (see 1.4).

Choreography

collectively choreographed, or a single choreographer

Some performances by the X6 collective were
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sometimes acted as co-ordinator or editor of material
offered by individual dancers. There was an interest in
collaboration.

Audiences It was recognized that theirs was also an elite
audience, but as Kate Flatt said, it was a long term project
to get away from this. (In retrospect, some members of X6
subsequently went on to work for specifically ’‘community’
audiences: e.g. Fergus Early’s Green Candle Community Dance
Company) .

Organisation X6 was managed collectively.

Political Function Jacky Lansley, as we have seen, proposed
that art could change ways of thinking and perceiving, and
thus affect ideology.

Social context Claid, as we have seen, proposed for dance
artists the aim of finding ways to relate dance work to the
present social context.

While this account is only partial, it is clear that
the dancers at X6 had a radical view of dance informed by
contemporary political thinking. Perhaps the most important
aspect of X6’s political stance was the involvement of the
female members with the women’s movement.

From this one can conclude that those associated with
X6 and New Dance magazine were concerned with radical and
sexual politics, and that this had an effect on their
performance work, and on the way they ran Xé and the
magazine; this generated a critical debate about the nature
of dance activity that was carried on in the magazine and in

conferences and seminars. It is therefore necessary to
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consider to what extent this ideological stance was shared
by others working in similar ways, independent of the large

companies and their associated institutional structures.

1.4 OTHER NEW DANCE ARTISTS

Apart from those directly involved in X6 Dance Space, who
else was working independently at the time? One way of
approaching this question is to look at two of the colleges
which produced independent dancers at the time: The Place
and Dartington College of Arts.

The London School of Contemporary Dance was initially
called The Artists’ Place, though this became shortened to
The Place. According to Fergus Early, The Place was

for a few years in the early seventies a genuine

laboratory for new ideas and approaches to dance.

Despite many U.S. teachers, The Place had a kind of

anarchic energy that was very much of London in the

early seventies.[18]
Significant for their influence on the development of new
dance were the dance companies Strider and Limited Dance
Company which came out of The Place at that time. Strider
was founded in 1971 by Richard Alston and, company members
in its first season were Alston, Christopher Banner, Di
Davies, Jacky Lansley, Wendy Levett and Sally Potter.
Lansley and Potter subsequently formed Limited Dance Company
in 1973. Sally Potter had trained as a film-maker and had
been attracted to The Place at the time. The relationship

between her ideas about multidisciplinary feminist art and

Lansley’s ideas about new dance and feminism are considered
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in 1.6 later in this chapter. Students at The Place who
have gone on to be involved in new dance work include Maedée
Duprés, Dennis Greenwood, Miranda Tufnell, Julyen Hamilton,
Gabi Agis, Helen Rowsell, Greg Nash.

Also important for the development of new dance were
staff and students at the Theatre Department of Dartington
College of Arts in Devon. Contemporary dance based on the
style of Martha Graham and also of Merce Cunningham were
taught at Dartington from the late 1960s, as it was at The
Place. Students at the time included Janet Smith and
Rosemary Butcher. From 1973 the American dancer Mary
Fulkerson was teaching at Dartington and she invited as
guest teacher Steve Paxton. They introduced to England the
teaching of release work and contact improvisation, and
these will be considered later in 1.5.. Among their students
were Laurie Booth and Yolande Snaith. Paxton and Fulkerson
had a decisive influence on pretty well all the other
independent dancers in England. They both taught workshops
and performed at X6. Strider, shortly before it disbanded,
spent several weeks at Dartington working with Fulkerson on
release work. Alston continued developing this way of
working, which he has said has had a lasting influence on
him even when, from the mid 1980s, he has been working only
with trained ballet dancers. There is also a video
recording of a performance by Alston and Fulkerson at the
Theatre School in Amsterdam around 1980 of a duet they
created together [19]. Rosemary Butcher in 1977 named Steve

Paxton along with Merce Cunningham and Yvonne Rainer as her
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biggest direct influences [20].
Dartington was also important for its Internatiopal

Dance Festival each spring from 1978 - 1987. This was a

dance festival for dancers with classes by performers as
well as performances. Each year it drew a great many people
involved in new dance work in England, as well as guests
from Europe and from the United States, particularly dancers
working with contact, release and other non-mainstream ways
of developing dance work.

In London in the 1970s a loosely associated group or
pool of dancers were those who sometimes worked with
Rosemary Butcher or Richard Alston -- many working with
both. These include Maedée Duprés, Dennis Greenwood, Julyen
Hamilton, Eva Karczag, Sue Maclennan, Sylvie Panet-Raymond,
Kirstie Simson and Miranda Tufnell. Most of these dancers
were also involved at the time or subsequently in making
their own work. One difference between these dancers and
the X6 collective (Duprés being aligned with both) is that
most of them trained at The Place, and thus, like Butcher
and Alston, developed their dance work from a background in
contemporary dance with no significant experience of working
in ballet companies. Whereas choreographers like Early,
Lansley and Claid tended to work with material primarily
concerned with representation and meanings, often in a
theatrical way, Butcher, Alston, Tufnell and their
associates tended to be concerned with, as Butcher said of

her own work in 1977, ’dance as a pure abstract art form’
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[21]. In this they were applying some of the aesthetic and
formal preoccupations of contemporary visual art to their
work as choreographers. Alston, Butcher and Tufnell all
worked with painters or sculptors, and their work was on
occasions performed in art galleries.

Butcher is the only choreographer to carry on working
independently in an unbroken development through the 1970s
and 1980s. During the 1980s some of these dancers
continued to work with her, but she also attracted younger
dancers to her classes and to perform in her pieces, some of
whom, like Kirstie Simson, Gabi Agis, Yolande Snaith and
Caroline Pegg went on to produce their own work. Interest in
the work of Merce Cunningham led some English dance artists
to New York to attend classes at the Cunningham Studios.
Richard Alston, Siobhan Davies, Christine Juffs, Ian Spink
and Tony Thatcher all worked there. Davies was a member of
London Contemporary Dance Theatre throughout this period
and, together with Alston and Spink seems to have shared
many artistic concerns. The three of them subsequently came
together to form the company Second Stride. Alston made
work for London Contemporary Dance Theatre and Ballet
Rambert, subsequently becoming artistic director of the
latter.

While this brief survey cannot be claimed to account
for all the dancers who in the late 1970s and early 1980s
worked independent of the larger companies, it does cover
the main groups and formations. The differences have been

drawn out to help characterize a large part of the range of
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new work being done at the time, but should not distract
from what those from Dartington, around X6, or working with
Alston and Butcher all had in common -- that they were
developing a new context for performing work which had not
previously existed in England. New Dance magazine covered
the work of all these artists, while they received virtually
no coverage from the rest of the dance press. All these
dancers performed at the same sort of venues in London --
X6, The Drill Hall, Riverside Studios and the I.C.A. as well
as at art galleries and arts centres -- and at festivals
like the ADMA festival, Dance Umbrella Festival and
Dartington International Dance Festival. All of them were
conscious of the newness of their situation and its
difference from the context in which theatre dance was and
still is being performed in England. Part of this
consciousness of newness and difference came from their
interest in new skills and methods of dance training and of
movement research such as contact improvisation and release
work, and non-western movement forms such as martial arts.

These are therefore considered next.

1.5 MOVEMENT RESEARCH

The teaching which Mary Fulkerson gave at Dartington was
based on her own development as a dancer. She initially
called the work ’‘Release’ or ’Releasing Technique’ although
she subsequently dropped the label. Her teaching was

concerned with a way of developing one’s internal awareness
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of, and sensitivity to one’s body, and its potential for
movement. Fulkerson developed this from the work of Joan
Skinner, her teacher at the University of Illinois, and
Barbara Clark who she subsequently met. Joan Skinner was
applying ’‘her personalised understanding of the Alexander
Technique specifically within the context of dancing’ [22].
(Alexander himself had nothing to do with dance). Barbara
Clark, who had been a student of Mabel Ellsworth Todd,
author of the book The Thinking Body (1937) [23], introduced
Fulkerson to the use of anatomical images and thought
processes.

Mary Fulkerson called a paper published in 1982 The

Move to Stillness [24], as the basic starting point for

Fulkerson’s classes was lying down and allowing oneself to
become still. The stillness that arises from allowing
consciousness and discursive thought to stop or become

minimal, is a state in which one is receptive to the feeling

and sensation of the body. This stillness -- this sense of
awareness -- can gradually be applied to finding ways of
moving.

In The Move to Stillness Fulkerson says that the

knowledge of the body that comes from stillness is different
from the way the body is conventionally conceptualized and
discussed in the modern western world. Fulkerson sees
bodily experience as being beyond verbal description, and
even subversive of it. She suggests that ’thoughts that
arise genuinely from stillness are not explainable in words’

[25] although they can be remembered by verbal ’images’ that
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describe particular starting points for movement work. She
also points out that anatomy is ’traditionally taught by
examining structures such as bones, muscles, ligaments,
nerves’ whereas:
When the body functions, however, these separations do
not exist and it 1is more productive to allow
feeling and sensation to attend an image that crosses
these categories and directs attention to involve the
whole body. [26]
There are similarities between Fulkerson’s teaching and
contact improvisation, the form devised by Steve Paxton
[27]. Both were based on improvisation, and contact, like
release, is concerned with a state of internal bodily
awareness which comes from a state of stillness. Contact is
a duet form where two partners improvise and explore
movement that arises from contact with each other. It often
involves doing things like leaning and giving weight,
lifting and carrying or maybe wrestling, giving into the
floor and gravity. Whereas a starting point for Fulkerson is
lying on the floor, Paxton has been interested in standing
[28]. He points out that standing ’still’, relaxing all the
voluntary muscles which can be used to assume and maintain a
particular posture, one finds that one’s skeletal muscles,
which are not voluntary, continue to hold one upright. Even
in this state one can sense tiny adjustments in one’s
posture that come with the flow of breath and in order to
allow blood to circulate. One is not strictly speaking

standing still, and Paxton calls this the ’Small Dance’

[29]. A common way of starting to do contact in classes is
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to lean over and rest the top of your head against the top
of your partners’ head while standing still. By placing
yourself in contact with a partner in this way you can feel
a small dance develop between the two of you, as one lets
these tiny movements develop into an improvised duet.
Paxton’s interest in the awareness that comes from
stillness developed out of different sources from
Fulkerson’s. Paxton is one of the originators of what Sally
Banes has called post-modern dance, and he was involved in
the experimental art and dance scene in New York in the
1960s. As well as dancing in the Merce Cunningham Dance
Company, he was one of the group of dancers who, often
collaborating with the visual artists who were involved in
Happenings, put on performances at the Judson Theatre [30].
In an interview in 1977 he says that his interest in
standing still came out of his use, during the 1960s, of
pedestrian movement -- making pieces out of walking, sitting
and standing still. He found that standing still was not
really in its pure state an everyday activity like the other
two, because ’its rarely done in its pure state ... walking
and sitting are more common’ [31]. Underlying this is a
critique of the way the body’s potential is under-used by
most people today.
Watching the body for a long time, mainly in New York
where I lived, and seeing the city life, seeing the
many, many people sit, and watch television, and go to
bed. They have two positions: they get up and walk a
little bit, then they sit on their transportation to
the office, where they sit all day (...) [32]

Paxton suggests that this way of living uses one percent of
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our potential, whereas the more the body is employed, and
trained, and becomes strong, ’the better adjusted you are to
what is occurring on all levels’ [33].

Paxton has also been interested in the martial art
Aikido, and suggests that what he learned in Aikido had
unconsciously been used in developing contact. He commented
that:

Contact improvisation resembles Aikido quite a lot, in

that they are both partnering forms and are both

concerned with a very 1light and appropriate use
of energy in fairly dangerous situations, one an
act of aggression and the other an act of dance. They
both rely on training or manipulating the instinctual

reactions in some ways. [34]

Along with contact and release, many British new dance
artists have gone to classes in martial arts such as Aikido,
Tai Chi, Kung Fu, Capoeira, and the hybrid form Shintaido.
Some women dancers have taught classes for women that have
combined both dance and self defence for women, seeing then
as related in developing respect for one’s body. There has
been a general interest in non-western movement forms and
traditions as diverse as Yoga and the training developed by
Japanese Butoh artists. This must be seen as part of a
general interest by the social group and age-group to which
many new dance artists belong, in non-western philosophies
and practices such as meditation, Indian massage and
acupuncture. For these new dance artists, non-western
movement traditions were seen as potentially preserving
fundamental principles about movement that were not clearly

available within the traditions of ballet and modern dance

as they were taught and employed at the time.
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These new methods of movement research and training
were individualistic and based upon the individual’s
perception of their own needs. Some of those that undertook
this sort of movement research spoke of finding it a more
'natural’ way of moving. This notion of naturalness is
socially determined, and some of the romantic, celebratory
work that has developed from this sort of movement research
runs the danger of essentializing the body. It is arqued in
Chapter Three Section Three below that the body is socially
constructed, while problems with essentialist notions of
gender are considered in several places [35]. For several
new dance artists any essentialism was counteracted by the
way alternative ways of moving were seen as part of a
political strategy. Emilyn Claid’s comment that people
learning dance should not have to be pushed mindlessly is
useful for understanding the ways in which contact and
release were seen by new dancers an alternative model of
dance training to that of the ballet and modern dance
schools and companies. For Fergus Early new dance

starts from a sense of delight in all our bodies in
their beautiful functioning, their limitless
powers. New dance decisively contradicts the old idea
that a dancer’s life is pain, that a dancer’s body is
anyone’s to command. [36]
Thus the institutional companies were criticized for the way
they exercised power over their dancers’ bodies. To be or
to aspire to become a dancer in a mainstream company is to
commit yourself to the necessity of attending a daily class

in order to attain or maintain a standard of excellence.
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This standard is dictated by the needs of the company and by
traditional notions of aesthetics. This disciplining of the
dancer’s body reinforces the way the body’s potential is not
only not realized in, but even abused by, modern urban life.
New dance artists argued that, in doing this, the
institutionalized companies were perpetuating outmoded
traditions that stopped dance and ballet from being related
to contemporary social needs and issues.

New dance artists therefore believed that through new
ways of moving they were freeing themselves and their
bodies, and were thus enabled to make work that related to
the social context of their own circumstances. Miranda
Tufnell, talking on an Open University programme about her
work with Dennis Greenwood said:

We have been working to explore the possibilities

within one’s everyday sense of movement so that we

learn to move not through imitation or fitting one’s
own body to a specific style but as it were discovering

one’s own particular body structure. [37]
and when asked how rolling and following the weight of the
body (as Paxton and Fulkerson had taught) lead to dance,
Tufnell replied:

Well for me, that is dance.

If I can convey that sensation to you, if I can give

you that sense through the clarity with which I can

perform those actions, that I think is dance. The
technique in this way of looking at dance is to do with
the ability to co-ordinate mind and body. 1It’s not to
look specialised or a virtuoso performer. It is to try
to give back to an audience the sensation of a very

simple movement. [38]

wWhat is evident from this is a desire to demystify dance

through simplifying dance presentation, and a concern for

making contact with the audience. But why should someone
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wish to go to a dance performance to receive the sensation
of a very simple movement? The answer Tufnell might give to
this is that in modern western society we are in danger of
losing the ability to stop and listen.
The moment you look at a person you can see a whole
world stored in the way they hold themselves and
consequently how they move. For us it is very much
learning to stop and listen to what each movement
feels like and consequently a redefinition of dance,
not as a dressing oneself up in shapes, but quite
simply a concentration of the movement within any
activity. [39]
Thus the liberating nature of the new movement research
started to be considered a political issue when seen in the
context of conventional dance practice. This libertarian
ideology can even be seen in the choreographic method used
in the mid 1970s by Rosemary Butcher -- surely one of the
less politicized new dance artists. In the first issue of
New Dance she wrote:
Improvisation is used as an exploration into movement
possibilities, focusing on specific problems, which
form the central point of the choreography. The
dancers have the responsibility of discovering their
own movement and energy level within the outer
structure of the dance. [40]
Allowing dancers to take responsibility in this way is
clearly informed by a new way of thinking about dance. That
the dancer’s body is their own to command, and that their
creative contribution to the choreographic process is
acknowledged, is diametrically opposite to the ways dancers
were seen and controlled within an institutionalized ballet

or modern dance company. For many people, including members

of her own company, Butcher’s use of improvisation was seen,
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on one level at least, as belonging to a new dance political

stance [41].

1.6 THE NEWNESS OF NEW DANCE

It has already been noted that ‘new’, ’‘modern’,
fcontemporary’, ’‘postmodern’, ’new wave’, ’'next wave’ and
other similar labels have been attached to recent dance to
signify that this latest style overcomes and supercedes all
previous dance movements. The idea of progress on which
these labels depend, is ideologically constructed. What
therefore did the ’‘new’ in new dance mean to independent
dance artists in the 1970s and early 1980s? The most
influential idea of modernism in dance is that which was
initially developed by critics and commentators on post-1945
painting and sculpture in the United States. According to
Clement Greenberg, modernism in the arts is the progressive
search for new forms of artistic expression. This search
involves a process of eliminating from each art form those
aspects which belong to other arts, so that each art form
explores only those properties and qualities that are unique
to itself, leading ultimately to pure abstraction. In this
formalist modernist account, art is completely autonomous
and concerned with universal aesthetic values which are not
contingent upon social and political factors. A fuller
discussion of the theoretical aspects of modernist accounts
of dance is given in Chapter Two Section Three. What is
relevant to the present discussion is the extent to which

new dance artists located their practice within the
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discourses of modernism. As one might expect, some of them
subscribed to one or other of the prevalent notions of
modernism and avant-gardism while others were, under the
influence of feminist ideas, beginning to articulate a
critique of the institutionalized nature of modernist
ideologies.

Rosemary Butcher subscribed to a high modernist
position. Writing in 1977 she stated her primary concern
with ’pure abstract form’ and suggested that, in this sort
of work:

We are left with our own personal integrity searching

for the quality, style and texture which becomes the

means of communication. [42]
but a few lines later she shows that she is not without
doubts as to how much this sort of work does communicate,
other than to those with inside information:

Some questions ... the acceptability of working for

others? understanding of the audience -- how much

guidance? separation of dancers from audience -- our
world, your world? Knowledge that one creates in the

way one believes, that is the only standpoint. [43)]
Her conclusion seems to have been that these questions are
imponderable. She perhaps believed that truth to her own
personal integrity meant that her work might be understood
by audiences if not now then later when they had caught up
with artists like herself.

The question of audience response to similar abstract
new dance was considered by Chris Crickmay in an article for
New Dance magazine in 1982 [44]. The article was inspired

by the lack of understanding evident in reviews by critics
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from the national newspapers writing about the work of
Miranda Tufnell and Dennis Greenwood. Tufnell and
Greenwood are two of the longer serving members of Rosemary
Butcher Dance Company. Crickmay suggests that:
The context to which the work (of Tufnell and
Greenwood) belongs is, I believe, wider than
contemporary dance. Parallels of thought can be found
throughout the arts in the twentieth century. This work
fits a tradition in which it is assumed that art
forms must be constantly pushed and extended.
[45]
Crickmay argues that the ballet critics are perhaps adrift
from the whole of twentieth century thinking in all the arts
so that for them, the dances of Miranda Tufnell and Dennis
Greenwood are apparently invisible.
So where does the gap in perception reside? Perhaps it
is only that these dancers (through their work) are
always confronting the unknown. They deliberately seek
out situations they themselves do not recognize. The
work differs from traditional dance in seeking
continually to overturn habits of response and
perception. To get anything from this work the
audience must be willing to enter the same arena. [46]
Here is the notion that experimental art, by confronting the
unknown, can overturn habits of response and perception, and
that this sort of work requires or challenges the audience
to actively engage in a conscious process of making sense of
what they see, rather than being passive consumers. Whereas
Butcher views her work in a formalist modernist way -- the
pursuit of pure abstract form -- Crickmay is suggesting an
avant-garde account through which the experimental artist,
by rejecting traditional, outmoded forms and devices, breaks

down the barriers to re-establish a connection between

artist and audience [47].
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Mary Fulkerson, who was a colleague of Crickmay’s at
the time, writes about experimental work in a similar way.
She distinguishes between work that is ’trying to be like’
something else and work which is ‘just trying to be’.
Although work that is ’trying to be like’ can be pleasing
through being familiar, it doesn’t interest Fulkerson:

It 1is the work that tries ’to be’ which puzzles,

angers, moves, challenges me and keeps my attention.
and ree]

It is difficult to accept a thought that is

unrecognizable because one does not know when one has

such a thought. [49]

This idea of work that tries to break into the unknown must
be seen in the light of Fulkerson’s idea, previously
discussed, that bodily expression is beyond verbal
description and subversive of it. Thus experimental dance
is an area in which dancers uncover ideas which are not
restricted by words, nor by a logocentric tendency in our
society which makes us unaware of our bodily potential. 1In
this model of experimental art, dance is not merely
subversive and critical, but also positive and celebratory.
It is dance which puzzles, angers, moves and challenges its
audience, making them aware of possibilities with which they
were not previously in touch, and celebrating them.

Jacky Lansley writing about Women Dancing in NDe,
Spring 1978 is also interested in the way audiences are
challenged by new artistic forms. She quotes from an
anthology Heresies - Feminist Abstract Art:

Reading a text which violates standard form forces

one to change mental sets in order to read. There is

46



no distance. The new form which is in some ways

unfamiliar forces one to read differently -- not to
read about different things, but to read in different
ways. [50]

Lansley adds that
an art work can change ways of perceiving and thinking
not just the content of our thoughts but the ways in
which we think, which in turn could lead to direct
action. [51]
There is common ground here with Fulkerson: both are
concerned with the effect on audiences of the challenge of
the new and unfamiliar. For Lansley, as for Fulkerson, new
dance is not only critical and subversive but also
celebratory: Lansley is concerned to present strong,
positive images, and dance is, as she puts it, an energy
booster. The two present their political ideas in very
different ways. Lansley:
My consciousness of the oppression of Women in society
at large and in an art/dance context has certainly
influenced my aesthetic criteria... [52]
Fulkerson:
The need for every person to find a creative voice is
of the utmost concern. Through my work I attempt to
take charge of my thoughts and actions in such a way
that the politics of belief in the individual voice
are reaffirmed. [53]
Fulkerson, by phrasing this so broadly -- every person --
seems purposely to be avoiding the sort of political
analysis that would have to recognize which voices and which
beliefs were most at risk from repression. And yet Lansley
wouldn’t necessarily disagree with what Fulkerson actually
says. The two did in fact make a piece together in 1985

[54]. Both their statements are within the general

consensus which this chapter has suggested. For both
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Lansley and Fulkerson, aesthetic criteria are influenced by
awareness -- however broadly defined -- of social
conditions. Fulkerson in 1982 can hardly have been unaware
of the women’s movement, but she may have had many reasons
for not wishing to be called, or criticized for being, or
even not being a feminist artist. Lansley in 1978 is
careful to say that her ‘aesthetic sensibility as either an
artist or as a member of the audience’ is not totally
determined by feminist analysis, and that her work does not
merely ’entertain predetermined statements which most of us
already know’ [55]. What Lansley hopes is that her use of
new forms and juxtapositions of images will create for
audiences ’an environment in which to experience a change of
perception’. What is significant is that, by accepting that
the aesthetic sensibility is formed within social
conditions, both women are challenging the modernist notion
that aesthetic value is universal and disinterested.

It is where representation is concerned, and the
representation of gender in particular, that formalist
notions of modernism became problematic.

Emilyn Claid, in 1977 in the editorial of the third
issue of New Dance magazine proposed that:

What is new is what is now, and what is happening now.

How the social, financial and political conditions

affect one another at any given time, and where the

dance artist stands in relation to them is what affects
the work and its ’newness’. If the artist does not
consciously connect her work to the external

conditions, then dance art becomes a reflection only, a

static end product, tending to become established as a

social goal, and continuing long past the time when it

was an expression of the times. If the connections are
made consciously, then dance is new, it belongs to now.
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(...) As long as it is a conscious process, which

begins with an awareness of the personal state of being

and personal needs and works out from there, step by

step to wider and wider contexts, then the work will

always be new. [56] (her emphasis)
The implications of this point of view can be seen in a
series of Claid’s reviews of Richard Alston’s work in New
Dance magazine. Of Alston’s Doublework (1978) she wrote in
1979

It 1is just dance at its most complicated rich

technical, level, yet folded into a structure which

has the formal elegance of a great cathedral. [57]
Throughout the review her pleasure at the piece’s formal
structure and expressive qualities is very clear: she is
appreciating it from a high modernist point of view. What
she doesn’t seem to consider is how it relates to the
social, financial and political conditions in which it was
made. It is a couple of years later, when reviewing another
piece by Alston, that the contradictions in this way of
looking at dance become evident to her. Under the pseudonym
’from a bald headed feminist’ [58] she considered The Field
of Mustard (1980):

A duet danced superbly by Siobhan (Davies)and Juliet

Fisher about their shared memories presumably,

and full of sensitive sexismn.

(...) a little touch there, and a loving smile here,

how sweet, how simple, a shaven armpit, a floating

skirt, here there and everywhere. Flitty, flighty,

flimpy flop.[59]

Her conclusion is bluntly to the point.

I’'m sorry but this conditioned image of women has got
to go - OUT THE STAGE DOOR. [60] (her emphasis)

What is relevant to the present argument is that she says

that this is supposed to be ’‘new dance work’, and she

49



thought art was ’supposed to be out in front, leading the

way’ and yet the images created in The Field of Mustard ’‘are

embarrassingly backwards’. The contradiction is between
Claid’s enthusiasm for the formal advances which Alston
generally makes, and the reactionary sexist representations

of women of which he seems unaware.

1.7 NEW DANCE AS A CRITIQUE OF MODERNISM

Most new dance work was far from being an exclusive
purification of dance, tending towards increasing
abstraction through the elimination of external reference.
Instead, many pieces have often depended upon and made great
play of external references in a way that contradicted high
modernist dogma. Some new dance pieces referred ironically
to, or reappropriated material from other ballets and dance
pieces, and used their conventions and traditions as it were
in quotation marks. Fergus Early’s Naples (1978) reworked
the theme and structure of Bournonville’s Napoli (1842),
(even borrowing whole sections of movement from it)
presenting the street life and characters of Naples as they
might be in the 1970s rather than, as they are in
Bournonville’s ballet, in the nineteenth century. Together
with Jacky Lansley, Early presented ]I Giselle (1980) a
‘radical reworking of the romantic ballet which brought out
issues of class and sexual politics in the ballet. These
are large scale reappropriations, but others have
reappropriated images and small details. Laurie Booth, for

example, referred to or invented a repertory of barogque
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dance gestures in his piece Beyond Zero (1990). This

process can also be seen in movement vocabularies. cClaid,
Early and Lansley for example have continued to use a dance
style that comes from their early ballet training, but which
is now informed by release and contact, so that it has a
softer, lighter quality though no less extended. 1In a
different way Booth, Julyen Hamilton and Steve Paxton have
since the mid 1980s, started to incorporate movements and
positions from ballet and Graham-based modern dance
technique into their own highly personalised ways of moving,
often in a very disorienting way. The extent to which these
references and samplings can be seen as examples of
postmodern pastiche [61] or as a feminist reappropriation
[62] are considered further in Chapter Five.

New dance artists also drew on skills and techniques
from other art forms so that their performances often took
the form of mixed-media events. As Jacky Lansley observed
in 1977:

New dance embraces physical and theoretical aspects

that would traditionally be assumed to belong to other

arts.

[63]
and much of the work of those involved in X6 and those from
Dartington College used skills and techniques from theatre
and the visual arts. More conservative critics complained
that what new dancers did, was not dance at all. Sally
Potter links a blurring of the boundaries between specific
art forms to a critique of modernism as a patriarchal

institution. She argues this in relation to the development
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by women artists in the early seventies of multi-media
Performance art. Many women, she proposes, became involved
in this because it was new and was not therefore a male
preserve. Women have tended to be excluded from traditional
specialist areas by male dominance of those areas.
Performance is a non-specialist area and this, Potter
argues, has for women artists

paradoxically become a strength -- women don’t have

such a vested interest in upholding specialist

traditions and so they can be freer to challenge the

mystique that surrounds them.

(...) It is not a matter of denying existing

traditions but of seeing how cross references can be

made between them, and how they cannot be

divorced from their social and historical

contexts. [64]
What Potter says of performance at the time was equally true
of dance, (if in this context a distinction needs to be made
between the two). It has already been observed that the
multi-disciplinary nature of some new dance work caused some
critics to say that it wasn’t dance at all. Women dance
artists working in the area of new dance could be seen to
have been working outside what one would call the
traditional male dominated preserve. The collaborations
with artists in other fields which underpin so much of the
work of artists like Rosemary Butcher, Miranda Tufnell and
Gabi Agis could be seen as an example of what Sally Potter
says about women: through not being so entrenched in
specialist disciplines they were therefore in a position to
make cross references between them.

This is not to suggest, however, that Rosemary Butcher

and others were inspired to start making work by the women'’s
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movement. But the new contexts within which women artists
like Butcher were enabled to produce work came about in the
1970s because of an increasing awareness of sexual politics.
As Sally Potter said at the time:
You have to face the fact that the art practice you
have been accustomed to 1is not universal and
abstract, it 1is a language largely determined by men
in a specific social context. So the problem for a
woman artist conscious of these issues is how to
relate to that male-defined language, and also to find
out if there has been a suppressed, hidden, woman-
defined language. [65]
The traditional image of the ballerina is an example of the
way ballet as a signifying practice is determined by male
interests. It is this which was addressed in a sub-genre of
new dance pieces of the period in which women dancers
explored the meanings associated with the image of the

ballerina. One such performance piece was Jacky Lansley’s

Wonmen dancing in which Rose English and Jacky Lansley,

wearing black track suits improvised dance movement in front
of an almost life size slide projection of a photograph of
Pavlova. Lansley explains [66] that the dancers did not
intend to mock the memory of Pavlova by placing her image in
an absurd position. The piece addressed the problem of how
to express their respect for her achievement, and their
comradeship with her as a woman, when the language through
which the image of the ballerina communicates is made by men
to address a male point of view [67]. Lansley’s strategy
here is not just one of appropriation or pastiche, but of
trying to create new meanings by undermining or

deconstructing the old ones.
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The model of movement research and the new forms like
contact also suggest ways of getting beyond language and
logocentrism, and of finding out if there has been a
suppressed, hidden language [68]. For some, this came
through a concentration on aspects of the body and its
potential that are marginalized in modern western society,
while for others a feminist exploration of dance and
performance art was a way of breaking away from an existing
male-defined language of dance. It has been widely accepted
that contact improvisation challenges the established gender
roles in dance in that it creates an environment in which
women can 1lift women, women can l1lift men, men can lift and
touch one another in ways that challenge social norms [69].
Mary Fulkerson'’s writings about release work seem to suggest
that it is a way of finding if there is a hidden, suppressed
dance language. Contact and release were certainly seen by
many people in the late 1970s as forms that could be used as
part of an anti-sexist or feminist approach to dance. The
extent to which these techniques actually contributed to
making feminist or anti-sexist new dance work is considered
in Chapter Five.

It is in these areas that the general consensus of
beliefs shared by new dance artists was influenced by
feminism. It has been shown that an awareness of sexual
politics and the critique of male institutional dominance
helped to form the context in which new dance developed. On

a theoretical level, feminist ideas also contributed to the
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development of new dance. Feminist art practice challenged
the prevalent modernist orthodoxy by suggesting that art
practice was not abstract and universal, but constituted a
language that is largely male determined (Sally Potter) and
that works of art transmitted ideological meanings on a
formal as well as a thematic and explicit level (Jacky
Lansley). These ideas defined the intellectual context of
new dance work. It has also been argued that the new model
of movement research constituted an ideological critique
which tended to deconstruct the traditions and conventions
of the older established theatre dance practice, including
conventions of gender representation. This suggests that a
defining characteristic of new dance work might be either a
questioning of orthodox gender representation, or a search
for non-sexist ways of representing gender. It is this
which is considered in Chapter Five in relation to

representations of masculinity.
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CHAPTER TWO

DANCE THEORY AND REPRESENTATIONS

2.1 INTRODUCTION

This chapter addresses theoretical issues concerning
representation in dance. Representations are seen as forms
and elements within a cultural form which can be seen to
refer to the world of lived or imagined experience [1]. One
of the problems in developing a framework for looking at
representations is that of isolating the sorts of references
which can be made through dance without reducing dance as
art to a mere translation of a verbal script. As the dance
critic and theorist André Levinson observed, dance is not a
substitute for words. The dominance of verbal forms over
non-verbal ones in our culture threatens to overwhelm the
specificity of dance as a non-verbal form which uses the
body as its primary means of expression. Some elements of a
dance performance are probably easier for a critic to
discuss than others. There are elements which dance shares
with other performing arts such as film and theatre,
elements such as set and costume, mimed gesture, storyline
and characterization. There are already existing ways of
describing and discussing these sorts of elements. There
are not the same sorts of pre-existing vocabularies and
conventions for putting into words our response to stylistic
gqualities in ways of moving and to the shape and form of
sections of movement, because these areas and aspects of
dance performance are intimately connected with our

experience of embodiment. A framework for analyzing
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representations in dance therefore needs to take into
account our experience of embodiment.

Representation in dance is contingent upon beliefs
about the body. The body, and the individual’s experience
of embodiment is an area which has received little attention
from philosophers. As Bryan S. Turner has observed:

The Western tradition of the body has been

conventionally shaped by Hellenized Christianity, for

which the body was the seat of unreason, passion and
desire. The contrast in philosophy between the mind
and the body is in Christianity the opposition between

spirit and flesh. [2]

This dualistic split has resulted in the consequent
privileging of verbal, intellectual forms over the physical
and emotional, and this has had consequences for the
structures within which dance as art has been
conceptualized. It is through our bodies that we are
gendered. According to sociological and psychological
theories, which are discussed in Chapter Three Sections Two
and Three, it is through our experience of embodiment that
social norms of gendered behaviour are mediated, and through
which we express our sense of gendered identity. It is
argued in Chapter Three that dance is an important area in
which these norms are mediated. This chapter therefore
looks critically at the ways in which different dance
theories deal with the issue of the dancer’s embodiment.

Most current theories propose that the spectator
understands dance through a process of aesthetic

appreciation. While aesthetic theories do not necessarily

rule out representation altogether, some theories argue that
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aesthetic appreciation necessitates the bracketing off and
exclusion of extra-aesthetic factors from appreciation of
the art work. The effect of formalist theories of dance,
considered in section 2.3, is to leave no space within the
conceptualization of dance as art for the consideration of
how social meanings are mediated within works of art.
Section 2.3 1looks critically at theories that see dance as
an abstract, non-representational form. Formalist and
modernist views are examined which argue that the
specificity and purity of dance depends upon the exclusion
of extra-aesthetic factors. These propose that dance in the
modern period, or a modern appreciation of dance sees dance
as no longer a representational form or practice, thus
implying that dance does not refer to the world of lived or
imagined experience. It is shown, however that these
theories are based upon a narrow definition of
representation and do not conclusively prove their case.
Further, it is arqued that formalist and modernist theories
see dance as art as a means through which the dancer
communicates aesthetic forms in a transparently graspable
way that is not clouded in any way by the obtrusive
exigencies of the body. Theories of expression propose
alternative accounts of art as systems of affective symbols.
Perhaps the most widely respected of these theories which
was proposed by Susanne Langer (considered in section 2.3)
sees artistic experience as physically embodied. While

Langer does not herself see dance as a representational
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form, it is arqued that what she proposed can nevertheless
be accommodated within a theory of dance as a
representational practice.

In the rest of the chapter, a framework for looking at
dance as a representational practice is proposed which draws
on theories of expression, hermeneutic philosophy and recent
dance theory which is derived from work in the area of
structuralist and post-structuralist theory. It is arqued
that representations in dance are made up of discursive and
affective symbols which are ideologically produced and
historically and socially situated, and that these are an
area in which the embodiment of socially produced norms is
defined and contested. Thus 2.4 considers how symbols in
dance are structured and looks at the question of how they
refer to the spectator’s real or imaginary lived experience,
and goes on to consider how symbols in dance refer to the
body . Lastly 2.6 considers sociological theories and
accounts of the reception and interpretation of dance as

art.

2.2 DANCE THEORY AND THE AUTONOMY OF THE AESTHETIC

There is a tendency within the study of dance to define a
particular relationship between dance criticism and
aesthetics. Within this view, the ’'meaning’ of a work of
art is supposed to be found within the individual’s response
to the work rather than through the process of reception and
interpretation of forms and representations. The role of

criticism therefore is to describe, interpret and analyze
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distinctive features of (in the case of dance) choreography
and performance, identifying stylistic or structural
configurations which support qualitative judgments.
Questions concerning the nature of dance, and how it is
understood are the preserve of philosophers and
aestheticians. Most dance theories have tended therefore
not to be concerned with those areas of our experience of
the performance of a dance work that are outside the area of
aesthetic experience. It is often proposed that dance is a
universal language, or that within the ’best’ dance of our
time aspects can be discerned which are shared with dance
from the past and whose gquality is beyond question. A
variation on this has it that modern dance and ballet, now
freed from the shackles of representation, can at last
explore the specific qualities and properties that are
unique to dance in a way not previously possible. These
universalizing theories might be seen as an attempt to
mystify or even deny the ways in which representations in
art refer to social experiences and give an ideological
context to a work of art. Taken to an extreme, as
Christopher Norris has observed, attempts to keep the arts
as part of a ’‘timeless order of permanent truths beyond the
reach of mere "political” theory and practice’ betray
ideological motives [3].

In order to try to understand the relationship between
the work of art and the context or contexts within which it
is created and appreciated, it is necessary to bear in mind

how aesthetics initially developed. Aesthetics, in emerging
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as a distinct discipline, was separated from other areas of
philosophy such as moral and political philosophy and the
philosophy of mind. An attempt to locate art practice
within a social context inevitably draws attention to the
linkages between art and other areas of experience outside

the province of aesthetics, raising questions about the

autonomy of aesthetics. Much of our current thinking on
aesthetics derives from Kant’s Critigque of Judgement [4].

In this he proposed that aesthetic judgments are made not by
looking at the content of works of art, but by assessing
their effect on our feelings. What is necessary is for
people to make aesthetic judgments from a position of
disinterestedness. He proposed in a famous example that
when considering whether or not a palace is beautiful, the
qguestion of whether or not one wishes to live in it, or if
one considers it a social injustice that such a building
exists, are irrelevant to the simple question of whether or
not one finds it aesthetically pleasing. The disposition
from which one judges aesthetic value is disinterested in
relation to such social and personal concerns.

It is this disinterested aesthetic disposition which
gives aesthetic experience its autonomy. But the amount of
autonomy allowed to the aesthetic determines the degree of
linkage between art and its social and historical context.
Whereas at one extreme some philosophers and aestheticians
have followed Kant in proposing that our response to a work

of art is value free and entirely separate from extra-
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aesthetic considerations, at the other extreme there are
those who have suggested that the attempt to create a value
free, ideologically ’pure’ space for something called ’art’
is ideologically motivated [5]. While it is impossible to
give an account of representation in dance works without
situating them within their social and historical contexts,
there is a danger that, in doing this, aesthetic experience
is reduced to no more than its historical and ideological
coordinates.

Raymond Williams, writing about literature, has neatly
summed up the problems of both these approaches:

If we are asked to believe that all literature is

’ideology’ ... the communication or imposition of

'social’ or ’‘political’ meanings and values, we can

only in the end turn away. If we are asked to believe

that all literature is ‘aesthetic’, ... is the beauty
of language or form, we can only in the end turn away.

(6]
Thus while it is necessary to reject the notion of
aesthetics as a universal, transcendental entity, this
raises the problem of the degree of autonomy that is
necessary in order to allow each art form its specificity.
Williams has given some consideration to the problem of
finding a non-reductive account of the relationship between
the aesthetic and the way works of art communicate social
content and mediate our lived experience of the world. He
suggests that we have to recognize in works of art that
there are ’specific variable intentions and specific
variable responses that have been grouped as aesthetic’ [7]
but that these must be seen as linked with complex social

and historical formations, and the concept of ’an aesthetic
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intention’ and ’‘an aesthetic response’ is itself socially
and historically situated.

Charles Harrison and Fred Orton have proposed a
pragmatic approach to the question of the autonomy of the
aesthetic. They suggest that in making judgments or
assessments of works of art:

Assessment should be made with an eye to the adequacy

of any artistic practice with respect to the state of

knowledge and theory in other practices. From this
position we can recognize art’s forms of autonomy and
specialization where we are obliged to. We see no good
grounds for privileging art relative to other practices
or formations; i.e. taking as basic a set of
assumptions about its autonomy, thus rendering it
immune from certain forms of scrutiny. [8] (their
emphasis)
It is this pragmatic approach to the guestion of the
autonomy of the aesthetic that is adopted in this thesis.
Dance is seen as an art form with its own traditions and
conventions influencing and influenced by the larger field
of cultural production and of society as a whole; or to put
it another way the discourse of dance is seen as a discourse

of relatively autonomous forms and representations

constructing and constructed by the social [9].

2.3 AESTHETI S
THEORIES OF DANC

2.3.1 INTRODUCTION

Formalist theories of dance see the reception of dance as
the appreciation of aesthetic forms, unaffected by external
or extra-aesthetic considerations such as representation.

These theories of dance have gained currency and been widely
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expounded by dance writers involved in the analysis and
criticism of dance performance. Building on Kant’s
aesthetics, these formalist and modernist theorists propose
that appreciation of dance depends upon ignoring and
bracketing off extra-aesthetic factors and responding solely
to the aesthetic. This leads some writers to conclude that
dance is not a representational practice, or that the modern
way of looking at dance as art ignores the old fashioned
representational elements which were never essentially part
of dance at all. Formalist analysis of dance is not in
itself incompatible with the analysis of representation.

The problem lies in the bracketing off and dismissal of
extra~aesthetic factors. This section proposes that the
argument that dance is not a representational form is based
upon a narrow definition of representation and does not
conclusively prove its case. It also proposes that
formalist dance theory is based upon an intellectual and
metaphysical view of aesthetics which subordinates the
physicality and expressivity of the dancer’s body. This has
lead to the development of an influential theory of
modernist dance which, as will be shown, in effect
diminishes to the point of exclusion the (enormous)
contribution of women dance artists to the tradition of

modern dance.

2.3.2 BALLET AND FORMALISM

The Russian writer André Levinson (1887 =- 1933), in his

essay "The idea of dance from Aristotle to Mallarmé" (1927)
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[10], reviews the history of theories of dance and mimesis.
Aristotle in his Poetics [11], proposed that dance was
inferior to poetry, which was for him, and for most Greeks,
the highest form of art. 1In Levinson’s view, it is
therefore Aristotle’s fault that philosophers through the
ages have been blind to the formal properties of dance:

It seems as though everyone had piled upon this art

mistaken burdens in his effort to redeem -- even if
only in a small way -- the actual movements of dance.
[(12]

Aristotle’s ‘fatal dictum’ that dance imitates character,
emotion and action
assigns to the dance an aim outside of itself and
creates confusion between saltatory motion and
expressive or descriptive gesture, using dance as a
substitute for words. The dance ceases to be a thing
in itself. [13]}]
Using dance as a substitute for words means treating the
making of dance as nothing more than the translation of a
pre-existing verbal original. By arguing that dance is not
a translation of words, Levinson is making an important
claim for the specificity of dance. But Levinson also means
that theories of language cannot be used as models for the
manner in which dance communicates its meanings, because
dance, for Levinson, is not a representational form.
Theophile Gautier (1811 - 1872), Levinson suggests, was the
first to realize ’the eternal subject of ballet’ when he
wrote:
The dance is nothing more than the art of displaying
elegant and correct designs in positions favourable to

the building up of patterns in line. [14]

Levinson does not comment on the fact that Gautier was
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involved in the creation of two ballets, contributing the
(written) scenario. Levinson himself offers a definition of
ballet movement that is more descriptive but, tellingly also
more figurative:

The dancer in motion is a harmony of living forms,

masses and outlines, whose relations to each other are

continually varied by that ’‘motion which causes the

lines to flow’. [15]

Levinson was not a modernist and did not advocate the
innovations of his fellow exiles Diaghilev and Fokine. The
ballets which he is commending to his readers, like the
ballets about which Gautier wrote, tell stories and provide
a spectacle of costumed characters in pictorial sets with
scenic effects. What he is proposing to his readers is that
they should ignore all these representational aspects and
look only at the ballet movement itself, arguing that only
this is of value. Levinson’s theory of dance is clearly
derived from Kant; indeed he described the nineteenth
century ballerina Taglioni as ’dancing what Kant purely
thought’ [16]. Levinson is attempting to create an
ideologically ‘pure’ space for something called ’art’.

In freeing dance from the ’tyranny’ of words and asserting
its autonomy Levinson is repudiating the notion that dance is an
imitation of the things of the world. But Levinson sees ballet
as a movement form through which the dancer expresses an ideal.
Ballet technique, in evolving from court etiquette to the present
art ’has gradually become exalted and transfigured until it is
now called upon to express the loftiest emotions of the human

soul’, [17] so that
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when a dancer rises on her points, she breaks away from
the exigencies of everyday life, and enters into an
enchanted country -- that she may thereby lose herself
in the ideal. [18]
Levinson is here claiming for dance the privileged type of
mimesis which Greek philosophers ascribed only to poetry and
painting. 1In Plato’s theory of ideas, the things of the
world are poor copies of ideal originals that exist on a
higher, supernatural plane. 1In Plato’s Philebus, Socrates
says that painters evoke for us these ideal objects,
reminding us of truths that exist already and are written on
our souls. By this means painters can convey genuine truths
to the receptive mind. Levinson here is not in fact
breaking with classical tradition, but claiming instead a
higher status for ballet in relation to the other arts.
This claim is made by in effect denying the expressivity of
the dancer’s body. The body, for Levinson, is something to
be transcended through the discipline of learning ballet:
To discipline the body to this ideal function, to make
a dancer of a graceful child, it is necessary to begin
by dehumanizing him, or rather by overcoming the habits
of ordinary life. [19]
Ballet technique is thus a means by which the soul can avoid
being dragged down by the body. Through ballet, the soul
expresses its emotions (for Levinson these are the property
of the soul and not the body) in a transparently graspable
way, not clouded in any way by the obtrusive exigencies of
the body. Levinson thus brackets off and dismisses extra-

aesthetic factors in order to make an interpretation of

aesthetic forms which seemingly discovers idealist and
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metaphysical meanings.
His approach is very similar to, if not the model for,
much subsequent writing about ballet. An instance of this

is Selma Jeanne Cohen’s discussion of dance theory in her

book Next Week Swan Lake (1982). Taking as an example the
dance of the Sugar Plum Fairy in The Nutcracker (1892) she
glosses most existing dance theories: most of these she
finds inappropriate, irrelevant or ‘claiming rather much for
a dance of a simple friendly Sugar Plum Fairy’ ([20]. She
goes on to argue that the Sugar Plum Fairy’s dance ’‘lacks
relevance to our daily lives, but aren’t we entitled to a
little diversion?’ [21] and Swan Lake which ‘offers more’ is
still essentially to be enjoyed. To look for
representational content or intense emotional expression in
it would be to miss the subtle guality of the movements
themselves which, Cohen concludes, quoting Arthur Symons:
seems to sum up in themselves the appeal of everything
in the world that is passing and coloured and to be
enjoyed. [22]
This is all very well, but Swan Lake is undeniably a
representational and expressive piece. The fact that, in
late twentieth century performances, these qualities are
generally played down might give superficial support to her
case, allowing critics like Cohen to discover in it (and in
similar classics of the ballet repertoire) an idealized,
spiritualized ambience. They can thus be fitted into
Cohen’s overall view that dance is universal -- ’the shapes
of grief, joy, love, hate, are recognizable the world over’

[23]. For such critics, dance is a ’symbol and an
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embodiment of spiritual meaning’ [24].

Although Cohen sets the tone of much of her argument at
a more commonplace and less intellectual level that
Levinson’s essay, they are both proposing a similar way of
viewing ballet. For them, the appreciation of ballet
depends solely upon a response to aesthetic forms which,
they argue, reveal metaphysical and idealist meanings. All
of which serves to distract from questions about what the
traditional ballet repertoire and the vocabulary of ballet
movement might represent to audiences at the time the essays
were written. Cohen’s desire for ’a little diversion’ is
itself socially and ideologically produced. Their appeal to
the metaphysical or the universal is surely mystifying. It
might be interpreted as an attempt to divert attention from
areas of dance theatre such as the representation of gender

which otherwise beg social and political analysis.

2.3.3 MODERNISM 0

Any account of dance and ballet in the twentieth century
must inevitably recognize the importance for dance artists
of the experience of modernity. Consider the following
extract from Doris Humphrey’s unfinished autobiography.
Writing about her teaching with Charles Weidman in New York
in 1928 she states:
The students were stimulated by our enthusiasm for some
discoveries about movement, which had to do with
ourselves as Americans -- not Europeans or American
Indians or East Indians, which most of the Denishawn

work consisted of, but as young people of the twentieth
century living in the United States. [25]
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For Humphrey, as for most modernist dance artists, the
experience of metropolitan modern living was crucial to the
exploration and development of new dance forms. It is
certainly true that the modernist tendency in dance was a
reaction against older forms of theatrical representation --
story telling through mime, pictorial costume and sets and
so on —-- and thus tended towards a degree of abstraction.
This does not necessarily mean that modernist dance was not
still representational, though this is what the most
influential modernist accounts of dance claim. While there
are a number of different theoretical accounts of the nature
of modernism in the arts, it is the formalist modernist
account that initially developed in the visual arts that has
been most widely applied to the study of modernism in dance.
While Levinson was not an advocate of the modernist
ballets of his time, there is clearly common ground between
his formalist view of art and the modernist view being
expounded around the same time by Roger Fry. For both,
appreciation of the work of art is an appreciation of
aesthetic forms. This leads both Levinson and Fry to
dismiss any represented content. Writing about the ’'new
art’ in 1917 Fry proposed that ’‘with the new indifference to
representation we have become less interested in skill and
not at all interested in knowledge’ [26]. This is a bold
and challenging statement but on examination it depends on a
somewhat narrow definition of representation. The new art
about which Fry was writing was recent French visual art --

impressionist, fauve and early cubist paintings which would
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have been of landscape, still-life and figure subjects. It
was not therefore that these paintings were not
representational, but that they were not primarily concerned
with visual resemblance.

Both Levinson and Fry are writers who are telling their
readers in a most authoritative and prescriptive way what in
their opinion is the real value of art, and part of their
prescription is, following Kant, that representational
content is irrelevant to an ’‘enlightened’ view of art. It
is true that the choreographers who worked for Diaghilev,
such as Fokine and Balanchine, were concerned to free ballet
from what they saw as the restrictions of ’‘classical’
narrative conventions of the great nineteenth century three
and four act ballets, so as to allow greater autonomy to
choreographed movement and gesture. There were still,
however, narrative elements in their work. To argue, as
David Michael Levin does, that Balanchine’s work tended
progressively towards complete abstraction, and that one
should therefore ignore any representational elements in it,
is to mystify it. It is this view of the nature of
modernism that was developed by American writers and
commentators in the visual arts. (It is argued in Chapter
Four Section Four that the development of this view of
modernism was related to domestic political considerations
in the United States during the Cold War.) This account of

modernism has been taken up by many writers about dance.
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2.3.4  MODERNISM AND DANCE

Drawing on the theories of Levinson and Fry, and on theories
from the visual arts developed by Clement Greenberg and
Michael Fried, an influential modernist account of dance was
proposed in the 1970s by Marshall Cohen, Roger Copeland and
David Michael Levin. These writers all propose a similar
view of modernist dance: that as it has become more modern,
dance has gradually done away with traditional dance theatre
forms and conventions such as traditional scenery, costume,
narrative and the dancing of character roles and with what
they call theatricality. Their conclusion is that dance is
now no longer representational.

According to Greenberg, modernism is the use of
theoretical procedures which derive from Kant. Greenberg
proposes that Kant was the first modernist because he

used logic to establish the limits of logic, and while

he withdrew much from its old jurisdiction, logic was

left in all the more secure possession of what remained

to it. [27]

Thus the arts under modernism have been encouraged to

undergo a process of Kantian self-criticism -- using art to
establish the limits of art -- leading to the conclusion
that

Realistic, illusionist art had dissembled the medium,
using art to conceal art. Modernism used art to draw
attention to art. [27]

Roger Copeland applies Greenberg’s thesis to dance.

Twenty years ago the reigning sensibility among serious
experimental artists was the quest for ’‘purity’ of the
medium, the desire to determine what each art form can
do uniquely well (...) Choreographers were expected to
emphasise the barebones essence of their medium, the
human body in motion, unembellished by theatrical
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trappings. Music too was regarded as eminently
dispensable. Silence was golden. [28]

Copeland connects this notion of purity to Greenbergian
modernism, to Levinson’s theory of ballet, and to ’American’
culture, quoting H.L. Mencken ’‘Formalism is the hallmark of
the national culture.’
In his essay "Primitivism, Modernism and dance theory"

Marshall Cohen writes

At the present time the modernist ideals of honesty,

purification of the medium and even of artistic

minimalism prevail, and some of the prestige of the

most gifted artists prevails from the fact that their

art adheres to these principles. [29]
According to Cohen, the most gifted artists are Cunningham
and Balanchine. This is not a logical argument, but a self-
certifying prescription. Cohen is saying that the best work
at present is modernist (and American) because the best
(American) choreographers are modernists. These gifted
artists are also male. Now American dance historians, most
of whom are female, have generally claimed that the founders
of American modern dance were all women -- Loie Fuller,
Isadora Duncan, Ruth St Denis, Martha Graham and Doris
Humphrey. It is surely significant that the account of
modernism which Cohen, Copeland and others (all men) are
advancing is one that privileges the formally pure, up-to-
date modernist work of male artists and excludes as
'primitive’ the work of the older female modern dance
artists; it is argued in (2.3.6) that by ’primitive’ they
mean expressive.

In "Primitivism, Modernism and dance theory", Cohen
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denounces as primitive the idea that dance is expressive,
basing his argument on a critique of Susanne Langer’s theory
of dance (Cohen’s attack on Langer is looked at in detail in
2.3.6.). Copeland also sees expressivity in dance as a
quality which is ’‘now’ eschewed by ’serious’, experimental
choreographers. Thus in a description of Merce Cunningham’s
choreographic style he stresses the way it eschews
expressivity:
His own dancing -- even at its most frantic -- always
exudes a slight aura of aloofness, an almost prissy
stiffness which resists any sort of ’natural’ Dionysian
abandon. In fact, Cunningham savagely parodies

Graham’s Dionysian pretensions in the hilarious Bacchus
and Cohorts section of Antic Meet. [30]

Copeland, in referring to Dionysian pretensions in Graham’s
work, is thereby also evoking the work of Duncan and
Humphrey. The implication is that Cunningham has superseded
their older primitivism. Not only has Cunningham, for
Copeland, moved beyond expressivity but he has also of
course moved beyond representation, because he adds in
parenthesis:
(even when Cunningham’s movement seems unmistakably
fanimal-like’ -- in Rainforest or the famous ‘cat’ solo
he never appears to be representing an animal, but
rather borrowing its heightened powers of sensory
alertness. [31]
Why can’t he Jjust call it representation?
A key concept in the arguments proposed by Copeland and
his friends is theatricality. This concept comes from
Michael Fried’s essay on minimalist sculpture "Art and

Objecthood"™ ([32] in which Fried proposes ’‘The success, even

the survival of the arts, has come increasingly to depend
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upon their ability to defeat theatre.’ 1In this essay, Fried
attacks what he calls the theatricality of minimal sculpture
as a retrograde step away from the achievements of modernist
painting and sculpture. The value of modernist sculpture,
for Fried, lies solely in the relationship of its parts, and
not to anything outside it. A modernist sculpture by
Anthony Caro is thus, for Fried, self-sufficient, whereas a
minimalist sculpture by Robert Morris, Don Judd or Carl
Andre, according to these artists’ own essays, requires a
spectator to be aware of his or her own physical
relationship to the sculpture and the space which they both
occupy. Fried says this latter is a theatrical situation,
and one with which the modernist tradition is at war.

This will be recognized as a sophisticated application
of formalist aesthetics. Fried’s notion of the aesthetic
self-sufficiency of the art object clearly comes from Kant
via Greenberg. Copeland and his friends however, in citing
Fried, do not always catch the subtlety of his arguments.
They tend, for instance, to interpret ’theatricality’ fairly
literally as meaning narrative, mimetic gesture, decor and
period costume -- the main representational means of
mainstream ballet and modern dance, whereas Fried uses it in
a more abstract and conceptual sense.

David Michael Levin, in his essay "Balanchine’s
Formalism™ (1973) [33] argues that Balanchine’s art makes
the individual aware of essences which already exist within
consciousness and are therefore self-revealing. This is not

that far from Levinson’s variation on classical mimesis
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discussed above (2.3.2). Levin is advancing a metaphysical
appreciation of ballet in the name of modernism, claiming
that:

The timelessness of Balanchine’s miraculous art amounts

to this: that he found the possibility of drama in a

ballet form, which lets the semantical transparencies

of modernism articulate or heighten the inner-most

syntactical treasures of classicism. [34)

No doubt this may be one way of describing the pleasures of
viewing some aspects of Balanchine’s choreography. Levin
claims that the work is modernist and that modernist art is
no longer representational, citing Fried and Greenberg in
support. Like Fry and Copeland, he does not actually prove
that modernist work is not representational. He merely
asserts instead that it is no longer modern and by
implication not fashionable to consider extra-aesthetic
aspects of dance works.

Copeland, citing Levin’s article, applies Fried’s
notion of a modernist anti-theatricality to the work of
Balanchine and Yvonne Rainer. Copeland proposes that there
is a connection between Balanchine’s stripped down
productions like Agon (1957) and the minimalism of Rainer’s
Trio A (1966). Both pieces, he argues, are an example of a
modernist process of purifying the medium. Rainer’s
minimalism is

reductionism of the sort that even Balanchine would

have found too restrictive. And yet both Rainer and

Balanchine can be said to share, in varying degrees,

the same anti-~theatrical prejudice. [35]

Surely to isolate ‘the same anti-theatrical prejudice’

in the work of two artists who are so different and to link
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it, as Copeland does, to the idea of an ‘American’
tradition, is an act of mystification. It ignores the
meanings that Trio A and Agon had within the very different
contexts in which they were made and performed. It
distracts the reader from considering the way that Rainer
(like the British new dance artists whose work is the
subject of this thesis) was performing movement which
attempted to undermine the ideas of embodiment implied in
the sort of classical ballet movements which Balanchine’s
work used. Lastly it would be difficult to choose two
choreographers who presented images of women in more

different ways than Rainer and Balanchine.

2.3.5 REPRESENTATION AND EXPRESSION IN SUSANNE LANGER’S
EORY OF DANCE

The theory which Susanne Langer develops in her book Feeling
and Form (1953) combines cognitive explanation with a theory
of emotional expression. By expression, Langer means the
logical expression of symbols: the relation between the
dance and the dancer’s feelings is not literal and direct
but is mediated symbolically. Langer’s starting point is
her theory of music, in which she proposes that the tonal
structures of music bear a close logical similarity to the
forms of human feeling.
Forms of growth and of attenuation, flowing and
stowing, conflict and resolution, speed and arrest,
terrific excitement, calm or subtle activation and
dreamy lapses -- not joy and sorrow perhaps, but the
poignancy of either and both -- the greatness and
brevity and eternal passing of everything vitally felt.

Such is the pattern, or logical form of sentience; and
the pattern of music is that same form worked out in
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pure measured sound and silence. Music is the tonal
analogue of emotive life. [36]

Just as the significant form of music expresses the logical
form of sentience, Langer proposes that the forms of other
arts can be seen to do the same.

She points out that dance is not a direct expression of
emotion. Pavlova does not actually have to feel faint and
sick while performing The Dying Swan (1907), nor Mary Wigman
require to be told a terrible piece of news a few minutes
before performing her tragic Evening Dances (1924) [37].
Langer proposes that the dancer expresses imagined feelings:
Tt is not actual movement but virtual self-expression.’
(her emphasis) [38]

Similarly in a dance performance the audience do not
see actual movements -- ’‘people running about’ -- but the
flow of dance movement: virtual forces not actual effort.
Langer gives an example of this describing two dancers in a
pas de deux.

The relation between them is more than a spatial one,

it is a relation of forces: but the forces they

exercise that seem to be as physical as those which
orient the compass needle towards the pole, really does
not exist at all. They are dance forces, virtual
forces. ({[39]
The difference between dance and other sorts of movement is
that dance motion is gesture. Gesture, Langer points out,
is different from verbal language: language is primarily
used logically and rarely exclamatorily ‘... but a highly
expressive gesture is usually taken to be one that reveals

feelings and emotion’ [40]. The dancer does not express her

feelings directly but uses gestures symbolically to create
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an illusion of spontaneous self-expression, and the basis of
this is physical. It is
an actual body-feeling, akin to that which controls the
production of tones in musical performance -- the final
articulation of imagined feelings in its appropriate

physical form. The conception of feeling disposes the
dancer’s body to symbolize it. [41]

2.3.6 MARSHALL COHEN’S ATTACK ON LANGER’S THEORY

In his essay "Primitivism, modernism and dance theory"
Marshall Cohen attacks Susanne Langer’s theory of dance.
He proposes that there are two tendencies in dance theory --
modernism and primitivism -- and he argues that Langer has
been mislead by primitivist ideas in Feeling and Form.
Cohen contrasts on the one hand the modernist drive towards
purification of each individual art form with on the other
hand a primitivist ideal of a synthesis of all the arts into
something like the Wagnerian Gesamtkunstwerk. Cohen sees
the principle behind the Gesamtkunstwerk as an attempt to
combine aspects of all the arts in order to
restore the unity of expression and idea or reestablish
the fusion of image and reality which characterizes
primitive art. [42]
This is indeed how Langer suggests the primitive dance
functioned, but she does not advocate a return to it as
Cohen says she does. Nor does she propose a Wagnerian
synthesis of the arts, or mention Wagner at all in relation
to dance. Indeed for Langer:
The Gesamtkunstwerk is an impossibility because a work
can exist in only one primary illusion, which every

element must serve to create, support and develop.
[43]
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This is a proposition with which Cohen would probably be in
agreement. It is likely that Cohen’s objection to Langer’s
so-called primitivism is through his detecting the influence
of Nietzsche’s ideas within her theory. She mentions
Nietzsche’s concepts of extreme pure feeling -- Dionysian --
and of pure form -- Apollonian -- while rejecting the notion
of polarity inherent within them:

feeling and form are not logical compliments. They are
merely associated with each other’s negatives. [44]

Feeling and form is of course the title of Langer’s book.
Nietzsche’s ideas were extremely influential among the
pioneers of modern dance so that as we saw in 2.3.4 the term
Dionysian dance conjures up the work of Duncan, Graham,
Humphrey, Laban and Susanne Langer’s favourite dancer
Wigman. Underlying this argument of primitivism versus
modernism are ideas about intellect, embodiment and gender.
Cohen’s main reasons for calling Langer’s thesis
primitive are his objections to her admittedly rather
Nietzschean account of the genealogy of dance within a
primitive world view. For Cohen, this is primitive because
of its illusionist fusion of image and reality. But this is
a mis-representation of what Langer actually says of modern
dance:
The substance of each dance creation is the same Power
that enchanted ancient caves and forests, but today we
invoke it with the full knowledge of its illusionary
status, and therefore with wholly artistic intent. The
realm of magic around the altar was broken inevitably
and properly by the growth of the human mind from

mythic conception to philosophical and scientific
thought. [45]
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For from conflating image and reality, Langer, within her
concept of the ’‘primary illusion’ distinguishes between the
dance gesture as signifier and the dance which the audience
perceive as signified. Langer’s notion of magical primitive
dance is undoubtedly romantic and primitivist, but it is
entirely separate from the chapter in Feeling and Form in
which she proposes her main thesis that virtual spontaneous
gestures are an analogy for forms of feeling. One of the
implications of her magical thesis is that the power of
dance has degenerated as civilization has advanced. But
Langer also proposes that the modern dancer (and she
specifically cites Mary Wigman in this context) can touch on
that magical power

once more human beings dance with high seriousness and

fervour; the temple dance or the rain dance were never

more fervent than the work of our devout artists. [46)
Langer proposes an essentialist and romantic view of the
dancer as artist -- in one place she uses the word genius.
Her proposition that the dancer can transcend the dullness
and lack of vitality of the present and evoke a fuller range
of emotional expression is a very Nietzschean position. 1It
is clearly one which Cohen, from an intellectual purist
point of view is not going to stomach, but one with which
many British new dance artists would agree, as we will see
in Chapters Four and Five.

It is over the question of expression that the real
difference lies between Langer’s theories and the position
taken up by Copeland and Cohen, because that is the weakest

part of their argument. Copeland, it will be recalled,
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distinguishes between the Dionysian abandon of Graham’s
dancers and the ’‘aloofness’ and ’prissy stiffness’ of
Cunningham’s own dancing. The modernist process of
purification, which he posits, would therefore seem to
consist of a progressive elimination of expression and
feeling from dance, tending towards a goal of pure form.
Meanwhile, Cunningham is more ’‘modern’ than Graham because
his dancing is less expressionist, and Rainer’s Trio A is
even more modern by reducing expressiveness even further.
There are several problems with this sort of argument.
Expressivity is not quantitative but qualitative, so that,
as the New York School painter Ad Reinhardt put it, less is
more. Furthermore, as Noel Carroll points out, Rainer, in
pursuing the intention of eradicating expression in the
narrowest sense in Trio A, introduces expressive qualities
at other levels [47]. When Copeland says Cunningham’s own
dancing exudes ’a slight aura of aloofness’ and ’an almost
prissy stiffness’, these are surely qualities which his
dancing expresses. Cunningham’s works may not express the
sorts of angst-laden feelings that abound in Graham’s work,
but they are still unarguably expressive. Copeland seems to
be thinking about expression in only a narrow sense, or
conflating expressiveness as an attribute of dance movement
with expressionism as a movement or tendency within the
arts in the twentieth century. It is certainly true that
cunningham reacted against the expressionism of the

generation of modern dance artists to which Graham and
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Humphrey belonged. But at the same time he was himself,
both with Graham’s company and in his own work, one of the
most dynamic and exciting dancers of his generation (as the
poor physical state of his feet in later life testifies).
There is no room in Copeland’s thesis for a discussion
of why Cunningham or Rainer chose the particular expressive
ranges that he identifies, or to consider what meanings
these allowed them to create in their work. On a
theoretical level, to argue, as Copeland and Cohen imply,
that dance is not expressive but purely formal is to deny
the agency of the body in dance. To do this is to fall into
the dualistic trap that, as we have seen, Langer herself
avoided. It is not a question of choosing between feeling
and form but of working out a relation between them on a

theoretical level.

2.3.7 LANGER’S THEORY AND REPRESENTATIONS

When one examines Cohen’s objections to Langer’s theory it
becomes evident that most of them do not stand up, and on
some important issues there is little difference between
them. Langer would agree with Cohen (and Greenberg) over
the absolute autonomy of the aesthetic, and the bracketing
off of extra-aesthetic factors from the appreciation of art,
but for different reasons. Whereas Cohen believes that the
appreciation of dance is a process of contemplating pure
forms which are found in the art work and not communicated
by it, Langer believes that dance does communicate through

symbols. Although not a formalist, Langer also subscribes
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to a modernist view of abstraction in the arts. The
difference between her thesis and Cohen’s is that it is her
account of the nature of affective symbols that rules out
the possibility of representation.

It will be recalled that, for Langer, dance gestures
communicate feelings and emotions while verbal language is
informative rather than performative. The modes of
symbolization for all the arts are, for Langer, non-
discursive; there is, she suggests, no fixed association or
conventional reference for symbols in the arts, whereas such
fixed reference exists for words in language, which is
discursive. One understands the arts, according to Langer,
intuitively -- by way of spontaneous, natural and direct
insight. One understands the import of an art symbol

in toto first ... contemplation then gradually reveals
the complexity of the piece. In discourse the meaning
is synthetically construed by a succession of
intuitions; but in the arts the complex whole is seen
or anticipated first. [48]
What is at stake is the relationship between dance gestures
and verbal language. Langer discounts both the expressive
and exclamatory uses of language, and the informative and
discursive meanings that can be construed in dance gesture.
She does however leave room for the possibility of
construing the meaning of a work of art, where she allows
for a process of contemplation after the initial spontaneous
intuition. As Langer describes it, the process of
contemplation seems to have much in common with the process
of construing discursive meanings.

although the word intuition carries with it
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connotations of prescience, it strictly means immediate
apprehension by the mind without or before reasoning. The
process of intuition is learnt rather than ’natural’ and
instinctive, and what is intuited is nevertheless coded.
Langer is therefore giving us a valuable insight into the
difference between aesthetic appreciation and the way we
understand purely informative texts, when she insists on the
spontaneous and intuitive nature of our response toc a work
of art. Nevertheless there are surely other levels on which
we appreciate dance where the symbols are structured
discursively. It is on these levels that our appreciation
of dance is informed by our knowledge of other dance pieces
and of other cultural forms, and by our experience of the
world: it is in this way that, despite what Langer suggests,
conventions sometimes develop that allow references and
meanings to be read in dance gestures and sequences. This
view of the arts (including dance) is put forward by Nelson
Goodman, (discussed in the next section) whose account of
affective symbols is in many ways complimentary to Langer’s.
Judith Lynne Hanna (whose theories of spectatorship of dance
are discussed in 2.5.2) sees dance as a representational

form and bases her theoretical structure on Langer’s work.

2.4  AFFECTIVE AND LINGUISTIC SYMBOLS IN DANCE
2.4.1 TRO ION

While, as Susanne Langer has suggested, our response to
dance is spontaneous and intuitive, there are also levels on

which, as Susan Foster puts it, we read or decode dance.
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This process of decoding may draw on various different
discourses or bodies of knowledge including our knowledge of
the dance theatre tradition and its conventions, and the
traditions and conventions of other cultural forms as well
as on more general social knowledge. The aim of this
section is to clarify the different ways in which
representations in dance refer to and resemble aspects of
the spectator’s lived or imagined experience.

Whereas, as has Jjust been noted, Langer argued that
dance is not a discursive form, all the theories in this
section see dance as a representational form, and most of
them see symbols in dance as analogous to expressive and
performative uses of language, some finding parallels
between tropes (figures of speech) and dance symbols.

Accounts that are based on linguistic and structuralist
theories as they have been or could be applied to dance,
offer a possible a way of analyzing social meanings in the
symbols in dance. Structuralism was an attempt to apply the
linguistic theory developed by Ferdinand de Saussure and by
some Russian formalists in the early years of the twentieth
century, to objects and activities other than language
itself. Briefly, the central tenets of structuralist theory
are as follows: Saussure distinguished between the
signifier (in verbal language the word) and what it
signifies (the concept of the object to which it refers in
the world outside the language system). He proposed that
they are arbitrarily and conventionally connected. Signs

make up messages that are coded and can be decoded, and he
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proposed an account of the ways in which they combine
together and are structured in the language system, of which
the following is a brief summary. There are classes of
signs -- paradigms -- within which signs can be substituted
for one another. There are rules governing the order or
syntax in which signs are assembled. Signs coupled together
syntagmatically make strings of signs. One system of signs
that refers to another system of signs is called a
metalanguage: for example the metalanguage of dance
criticism, refers to the sign system of theatre dance.
Polysemic signs have more than one meaning.

It has been argued that treating dance as if it were a
substitute for words runs the danger of marginalizing the
body. Langer’s theory of logical, affective symbols
acknowledges the fact that dance uses the body as a means of
expression, but gives an account of aesthetic appreciation
as a private experience and thus implicitly marginalizes the
ways in which dance can convey social experiences and
meanings. Theories that see symbols in dance as structured
like a language propose that these symbols exist on a social
level. These theories however tend not to acknowledge the
significance of the dancer’s embodiment. It is argqued
however that the sorts of physical expressivity which are
the import of affective symbols can take on social meanings
on the level at which the body itself acts as an image of

society.

The next three subsections consider three recent
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accounts of symbols in dance. 2.4.2 looks at the work of
the philosopher Nelson Goodman, whose approach is comparable
to Langer’s in that he sees symbols in dance as structured
logically rather than discursively. The other two accounts
are by dance specialists, Judith Lynne Hanna and Susan Leigh
Foster who both draw on structuralist or post-structuralist
theory. Lastly 2.4.5 considers the application of post

structuralist ideas about the body to dance.

2.4.2 NELSON GOODMAN
Nelson Goodman addresses the problem in his Languages of Art
(1976) of analytically defining representation and
expression -- words which he observes ’in everyday talk we
play fast and loose with’. Goodman’s theories are useful as
dance is one of the forms which he considers. As much of
the work examined in this chapter shows, forms of reference
in dance are in need of more careful definition. Goodman'’s
theories are also useful because he rejects the modernist,
purist notion that representation is irrelevant to
appreciation of works of art. He makes his attitude towards
modernist accounts of art clear when he denounces ’a
persistent tradition’ in which ’by purification rites of
disengagement we are to seek a pristine, unsullied vision of
the world’ [49]. Goodman sees art as something which we
experience cognitively through systems of symbols:
I have held on the contrary that we have to read the
painting as well as the poem and that aesthetic
experience is dynamic rather than static. It involves
making delicate discriminations and discerning subtle

relationships, identifying symbol systems and
characters within these symbols and what their
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characters denote and exemplify, interpreting works and
reorganizing the world in terms of works and works in
terms of the world. [50]
He proposes a logical account of the ways in which symbols
refer to the world using the terms resemblance, description,
denotation, exemplification, representation and expression.
For Goodman, representation is not just a matter of
resemblance or description but of denotation, and only in
relationship to a given system. What a picture looks like
is not necessarily what it is of. For something to be a
representation of something, it must be a symbol for it,
which in some way denotes what is represented, though not
necessarily through resemblance. Representation is relative
and conventional and ’‘what we see and depict depends upon
and varies with experience, practice, interests, and
attitudes’ [51]. Exemplification is different from
denotation and involves properties in the symbols which are
an example or sample of the properties in the object or
experience exemplified. A small sample of coloured cloth
may be shown to exemplify that material. It has some
properties of the cloth to which it refers -- colour, weave,
texture, pattern -- but not others -- size, shape, or
absolute weight and value [52]. What is expressed is
metaphorically exemplified, and the properties a symbol
expresses are its own properties. Thus:
The expressive symbol, with its metaphorical reach, not
only partakes of the greenness of neighbouring pastures
and the exotic atmosphere of farther shores, but often
in consequence uncovers unnoticed affinities and
antipathies among symbols of its own kind. From the

nature of metaphor derives some of the characteristic
capacity of expression for suggestive allusion, elusive
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suggestion, and intrepid transcendence of basic
boundaries. [53]

Goodman explains the difference between representation and
expression as connected modes of symbolization in which the
reference runs in opposite directions.
Representation and description relate a symbol to the
thing it applies to (...) Expression relates the symbol
to a label that metaphorically denotes it, and hence
indirectly not only to the given metaphor but alsoc to
the literal range of the label. [54]
In an "Afterword" to his Languages of Art [55], Goodman
illustrates how his theory applies to dance, using as an
example his own multi-media performance piece "Hockey seen: a
nightmare in three periods and sudden death". As far as
representation is concerned, "Hockey seen ... " represents a
hockey game, and Goodman points out that such representation
need not necessarily be of a real hockey game, and that one
can represent fictively things that do not exist such as
centaurs. Goodman states that the dancing in "Hockey seen ..."
exemplifies hockey rather than representing it:
Of greater import, the work exemplifies, as does a .
purely abstract dance, certain movements and patterns
of movement, changes of pace and direction,
configurations and rhythms. Many of these are derived
from the action of hockey and the vocabulary of dance,
but the reference by the work to such properties is a
matter of exemplification not representation. [56]
This does not mean that dance cannot be representational,
but that the sort of movement material Goodman is discussing
exemplifies rather than represents. In practice reference
in dance pieces (as in any work of art) is through chains

rsuch that each link is reference of one or another of the

three elementary types’ [57] by which he means
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representation, exemplification and expression.
For example, the work represents hockey, which in
itself exemplifies ferocity of competition. Thus the
representation of hockey refers via hockey to such
ferocity. This indirect reference is not itself
denotation or exemplification or expression but a
complex of the first two and is altogether different
from the direct expression that may be missing from an
ineffectual work or a listless performance. [58]

Differences in the way symbols refer to what they symbolize

thus create different nuances and meanings.

Because he analyzes rather than just describes the form
of reference between the symbol and the object to which it
refers, Goodman’s account of symbols in dance is, as we
shall see, much clearer than that of Foster and Hanna.
Goodman’s theory of symbols is not within the structuralist
and post-structuralist tradition on which Hanna and Foster
draw. Instead he builds on the logical theory of C.S.
Pierce. For Goodman (as for Langer) the connection between
a symbol and what it signifies is nominal -- a similarity of
logical structure within a given frame of reference between
the symbol and that to which it refers. The symbols which
the structuralists seek to isolate are discursive and it is
claimed that they are involved in the reproduction of social
forms and identities. Goodman, unlike Langer, does not
bracket off the work of art from the world of lived and
social experience. As we have seen he proposes that
reference in dance is neither purely representational nor
purely expressive; rather, it breaks down into chains of

representation, exemplification and expression. Goodman’s

theory requires the spectator and the work of art to be
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located contextually. The link between the world and works
of art is thus through representation and, according to
Goodman, how the spectator interprets this ’varies with
experience, practice, interest and attitudes’. It is
presumably in this way that Goodman believes that we
interpret works, and reorganize the world in terms of works
and works in terms of the world. Goodman is not primarily
concerned with how the work of art might relate to public,
social and political experience, but at least his account of

affective symbols allows the possibility of such relations.

2.4.3 JUDITH LYNNE HANNA
Judith Lynne Hanna is by training an anthropologist, much of
whose work has been concerned with dance in African
societies. More recently she has made a sociological study
of how contemporary audiences in the United States
appreciate dance, and has written about dance, sex and
gender. Her approach to dance is primarily based on a
structuralist view of the communication of social meanings,
with some concessions to an expressive view of dance. 1In
her book To Dance is Human (1979) [59] she develops a
thesis, influenced by Susanne Langer’s work, that there are
certain cross-cultural universals of feeling and emotion
that are expressed through dance as a social activity, but
dance for Hanna carries social and political meanings:
Dance is cultural behaviour: people’s values,
attitudes, and beliefs partially determine the
conceptualization of dance as well as its physical

production, style, structure, content, and performance.
Dance comments reflexively on systems of thought,
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sustaining them or undermining them through criticism
of institutions, policies or personages. [60]

Hanna has subsequently applied this thesis to a theatre
dance situation in The Performer/Audience Connection (1983)
[61] and attempts to apply it to both theatre dance and
anthropological material in Dance, Sex and Gender (1988)
[62]. She points out that Langer developed her theory of
dance prior to developments in linguistics, sociolinguistics
and non-verbal communication [63] which suggest that

there is in fact a vocabulary of symbols that people

use in communicating within a given mode. There may be

discursive aspects of dance in sequences of unfolding
movements and movement configurations. 1In addition,

some dance forms have language-like syntax. [64]

What is universal therefore is that dance expresses emotion,
but this is contingent upon cultural differences which, she
proposes, give rise to many languages and dialects with
coghate expressions [65].

Hanna (like Goodman and as we shall see Susan Leigh
Foster) proposes various syntactical ways in which dance
symbols can convey meanings [66]). These include:
concretization which concerns the outside aspect of a thing
-- for example mime; jicon where the performer is treated by
both performers and audience as if he/she were what is
represented eg. a god; stylization where arbitrary
references have a conventional reference -- eg pointing to
the heart in a nineteenth century ballet ’‘or using dance to
create abstract images within a conceptual structure or

form, as in many of George Balanchine’s "pure" ballets.’

[67]: metonymy: In verbal language metonymy occurs where a

93



part is referred to as if it were a whole -- The White House
standing for the American administration: in dance Hanna
suggests this is a ’motional conceptualization of one thing
for another of which the former is associated or contiguous
in the same frame of experience, for example a war dance as
part of a battle.’ [68]. (Here Hanna is surely thinking of
Goodman’s notion of exemplification); metaphor ‘expresses
one thought, experience, or phenomenon in place of another
that it resembles, suggesting an analogy between the two’
[69] -- Hanna gives as an example a romantic duet which can
stand for a whole life lived married together;
actualization in which dancers actually are themselves --
for example Louis XIV dancing the role of the king and being
so treated [70], or dancers expressing their own sexual
preferences through dance in situations where a rigid
boundary does not exist between performer and spectator
[71].

Hanna emphasizes what dance and verbal language have in
common, and plays down differences: she only allows that

Dance has greater difficulty in communicating complex
logical structures than language does. [72]

She is therefore more concerned with the ways in which dance
can convey highly specialised meanings in particular
contexts, and pays less attention to the aesthetic,
criticizing Arnheim, Langer and Ted Shawn among other
writers on aesthetics and dance who ’have overemphasized the
affective dimension of dance’. This leads her to

underestimate the extent to which the prioritization of
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verbal forms in logocentric western societies has lead to

the marginalization of the body.

2.4.4 SUSAN LEIGH FOSTER

Susan Leigh Foster in Reading Dancing (1986) [73] proposes a
method of analyzing choreography, which, like the other
approaches considered above, builds up a structuralist
framework of categories and levels of meaning. She defines
five ’‘choreographic conventions’ or levels in which a dance
performance is constructed: frame, mode of representation,
style, vocabulary and syntax. Most ’frames’ are external to
the performance itself: advanced publicity, prior knowledge
of the venue, programme notes, running order; then there are
conventions such as black out, applause for the orchestra’s
conductor at the beginning, the order of curtain calls at
the end, and so on. ’Style’ and ’‘vocabulary’ refer to
movement and steps. ’Style’ is the expressive quality of
movement, characteristic uses of parts of the body, etc..
’Vocabulary’ refers to all the possible units of movement
implicit within a chosen style. Although Foster does not
say so, ’style’ and ’‘vocabulary’ seem to be what Saussurian
linguistics would call the paradigm and syntax of dancers’
use of movement, while what Foster calls ’syntax’ and ’‘modes
of representation’ are the syntax and paradigm of the
dancers’ use of space and time. Foster defines ’syntax’ as
formal organizational structures such as repetition and
variation and ‘modes of representation’ as how ’‘the dance

represents the world in relation to how it is organized’ [74].
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Foster lists four modes of representation: resemblance,
imitation, replication and reflection. They are the ways in
which structures and patterns of movement refer to the world
outside the theatre. To illustrate these four modes she
takes the example of how they each might refer to a river.
Choreocgraphy may resemble a meandering river by repeating
its winding quality as a winding path of dance movement. A
turbulent river may be imitated with continuous moving lines
of dancers in blue costumes (is she thinking here of
Humphrey’s Water Study?). The dynamic relationship between
two dancers might replicate the relationship between a river
island and the water flowing around it. Reflection refers
primarily to movement itself, movement for its own sake; a
sustained run across the performance space can mean nothing
by itself, or it may invite the association ‘river’. Foster
proposes that Cunningham’s work is reflective. (According to
Cunningham and Cage, the dance or music means nothing by
itself but it is okay to read whatever you like into it --
see Chapter Four Section Four.)

The use which Foster has for these four modes of
representation becomes clearer in relation to the complex
scheme that underlies her book as a whole. The four modes
relate to four different approaches or models of
choreographic practice, and these in turn relate to four
stages in the historical development of theatre dance, and
to work by four contemporary choreographers. Furthermore

these four modes refer to four tropes or figures of speech.
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The clearest way to show them is in the form of a diagran.

Trope Mode of Historical Contemporary
representation example choreographer
Metaphor Resemblance Allegorical dance of Deborah Hay
the late renaissance
Metonymy Imitation Neoclassical dance in | Balanchine
the eighteenth century
Synecdoche Replication Expressionist dance Graham
in C20th
Irony Reflection Objective dance 1950 Cunningham
to present

Foster’s use of these tropes makes some sense in relation to
a historical view, but is less clear in relation to her
modes of representation. In applying tropes to her modes of
representation, Foster seems in some cases to have used the
names of tropes to mean something other than their
conventionally accepted meanings: metaphor and metonymy for
example seem oddly placed. Her problem is perhaps the
breadth and ambition of her project which attempts to
provide an overview of the philosophy of history as a whole

applied to the history of dance [75].
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2.4.5. DISCOURSE, DANCE AND THE DANCER’S BODY

It is clear from Hanna’s work that she does not consider
that the marginalization of the body has significant
consequences for the agency of the body in creating dance
meanings. Neither is this a question which Goodman
considers. Foster, however, states as a concern of her book
cin 'a vision of the body’s movement as an act

of writing’ [76]. In identifying this she acknowledges the
influence of French post-structuralist theory, particularly
the writings of Roland Barthes and Michel Foucault. 1In
their work, the body is formed within discourse, and
discourse allows the individual to conceive and express
ideas and concepts, but at the same time what it is possible
to express is defined and limited by that discourse. The
individual for Barthes is no more than the subject of
language, formed within discourse:

I am obliged to posit myself first as subject before

stating the action that will henceforth be no more than

my attribute: what I do is merely the consequence and
consecution of what I am. [77]

Whereas in the work of Bakhtin, language is seen as a site
of struggle and conflict over competing meanings, for
Barthes and Foucault this possibility of opposition is
virtually impossible. There are some possibilities of
subversion -- most French post-structuralists have been
passionate defenders of avant-garde art and literature --
but Foucault in particular held especially pessimistic views
about the way that potentially oppositional voices are

recuperated within dominant discourses. In Foucault’s later
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writings, language is a model for power [78]. He proposes
that power is a network of force relations which is not
purely enforced from above but comes from everywhere. Power
is not only repressive and prohibitive but incites and
manipulates. The individual who is the subject of power is
an embodied subject so that power acts on the body by
inciting desires. Thus whereas eighteenth century
philosophers saw the individual as above all rational, post-
structuralists draw attention to the irrational pull of
desire. The body, for Foucault, is a central but
potentially irrational entity within discourses which are
structured linguistically.

Within this post-structuralist tradition, Foster

characterizes her book Reading Dancing as an attempt to

rdenaturalize’ our notions of the self and our
assumptions about the body. In this study I try to show
how the body and the subject are formed -- how they
come into being -- through participation in a given
discourse, in this case dance classes, rehearsals, and
performances of a particular choreographer. [79]
The problem here is whose body or subject is formed here
through discourse. Foster seems to be saying that dance
classes, rehearsals and performances are the means by which
the choreographer as subject expresses her or himself using
their own or other dancers’ bodies to make representations.
It is also consistent with her thesis that a dancer, through
classes, rehearsals and performances finds ways in which her
or his body can realize the choreographer’s intention. This

raises the question of the connection between the formation

of body and subject in dance, and their formation in the
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world off stage. 1In the book Reading Dancing Foster seems
to suggest that choreographers create whatever relationship
between subject and body suits their creative purpose,
rather than mediating socially constructed norms. But in a
separate essay "The Signifying Body" [80], Foster advances
the argument that experimental and postmodern dance is
resistive and oppositiocnal to

the body’s placement within a system of power relations

and its concomitant role as a locus of ideological

commentary. [81]
What is at stake for Foster is the conception of the self
which determines the way the dancer’s body is presented on
stage. In her view of conventional dance practice, dance
movement as discourse is an ’‘evanescent medium through which
ideas and feelings are expressed’ [82]. In expressionist
work it is ’the expressive tension of the inner self which
desires to communicate’ while in formalist work, actions
'are performed with the virtuoso bravado of a self which
commands the body’ so that ’‘dancers look down at their own
bodies or out at the audience, as if to direct the viewers’
attention to the technical feats they have mastered’ [83];
this invokes the ’‘age-old dichotomy’ between mind and body.
Taking as examples the work of the Grand Union and Meredith
Monk, Foster argues that postmodern work refrains from
enacting the traditional relationship between the body and
the act of expression.

Not only do the Grand Union and Meredith Monk deny the

body as instrument of expression and dissolve the

distinction between functional and aesthetic movement,

but they also situate dance as one discourse among
many. The performances of both groups involve theatre
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and music, as well as dancing. The relationship
between these media replicates the non-hierarchical,
non-organic interaction between body and subject which
is evident in these pieces. [84]
This view enables the development of a critique of political
ideologies at work within cultural forms and suggests the
possibility of destabilizing patriarchal thought. The
problem with this however is that a post-structuralist
questioning of theory falls into what Janet Wolff has called
an epistemological paradox: any critique of theory is itself
founded on theory [85]. 1In 2.5.3, Wolff’s own provisional
and pragmatic answer to this problem is considered -- that

of where necessary using what methodological tools we find

useful to skeptically test the limits of our knowledge.

2.5 CEPTION D I
2.5.1 INTRODUCTION

So far we have examined the nature and construction of dance
symbols. This section considers how these are received and
interpreted from the point of view of the spectator. As
well as members of the audience for a dance performance, the
dancer(s) and choreographer must also be included as
spectators. For dance artists, a degree of self-awareness
and criticism is an essential part of the creative process,
and part of the process of making or remounting of a piece

of choreography involves standing back and making judgments
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about the work as it is and the ideas and qualities which
the artists involved intended to put into it. Dance artists
will nevertheless make a different sort of judgement to that
made by audience members because of their different point of
view. Point of view, which will be discussed further in
Chapter Three, is important to the interpretation of gender
representation; but as will be shown in this subsection, not
all accounts of reception acknowledge the significance of
varying points of view. This subsection therefore looks
critically at different accounts of the way in which the
spectator judges a performance of a dance piece in terms of

its initial affect, and subsequent contemplation and

interpretation of it.

2.5.2 RECEPTION OF AFFECTIVE S : -
JOHNSTONE

Both Judith Lynne Hanna and Maxine Sheets-Johnstone
(formerly Maxine Sheets) take Langer’s theory as their
starting point for their two very different accounts of how
the dance work affects the spectator. The work that Hanna
has done on the reception of dance, although this is not her
stated intention, effectively compares the dancers’
perception of a piece with audience members’ accounts of
their response to its performance. Maxine Sheets-Johnstone
in her work on the phenomenology of dance perception, has

largely been concerned with those aspects of the reception
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of affective symbols which dancers and audiences share. It
is because of this parallel between their two theories that

they are considered together here.

In her book The Phenomenclogy of Dance (1966) [86]

Sheets-Johnstone argues that the true nature of dance lies
in our pre-reflective awareness of dance. She defines this
with reference to a phenomenological account of space and
time derived from the writings of Sartre and Merleau-Ponty,
concluding:

The dance itself as it is formed and performed by the
dancers, is a unity of succession, a cohesive moving
form, and so it is to the audience. What appears to us
is not an externally related series of spatial-temporal
befores, nows and afters, but a form which is
rekstatic’, in flight, in the process of becoming the
dance which it is, yet never fully the dance at any
moment. What appears before us is diasporatic, a
perpetually moving form whose ’‘moments’ are all of a
piece. (her emphases) [87]

She sees dance as an abstraction from daily life and,
following Langer, speaks of the ’import’ of form thus
abstracted rather than of its content or meaning. She also,
following Langer, proposes that dancers do not actually feel
the feelings that are expressed in their dancing, but that:

The dancer intuits her movement as a perpetual
revelation of sheer force which is spatially unified
and temporarily continuous -- sheer form-in-the-making.
And her intuition of the import of the form is the same
as that of the audience. If for example, the form is
symbolically expressive of forms of love, the dancer
perforce intuits this import as she creates it through
the form. Just as the audience is not feeling love,
neither is the dancer, because there is no love to
feel. Because the movement is abstracted from the
symptomatic expression of feeling in everyday life and
because the sheer form of feeling is abstracted from
real feeling, no actual feeling is left. Only a sheer
form-in-the-making is left, a form which is
symbolically expressive of feeling. [88]
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Sheets-Johnstone is restating Langer’s proposition about the
intuitive nature of aesthetic perception in terms that
concur with a phenomenological account of pre-reflective
experience of time and space. But Sheets-Johnstone also
advances a phenomenological account of the meaning or import
of a dance piece. For her, import is the dance itself, and
attempts to describe or label it can only amount to
unhelpful approximations which reduce the specificity of the
actual experience of watching or performing the
choreography. Thus it is a fallacy to ascribe particular
meanings to particular movements, as the import resides
within and is co-extensive with form-in-the-making. This is
potentially a very interesting observation about the way we
perceive meanings in dance, but it is not an avenue which
Sheets-Johnstone herself pursues. Instead she believes,
along with Langer, that any reference to the world outside
the dance is external to the process of aesthetic
appreciation, as such reference can only be rationalized
after reflection. Similarly, Sheets-Johnstone is not saying
that there may not be formations in the work which
symbolically express social content, but that grasping these
meanings is part of a reflected upon, objectified conception
of dance. She therefore asserts but does not actually
demonstrate that dance is not essentially a representational
form.

Hanna’s study of audience response to dance

performances is a very basic exploration of how dance
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symbols might be seen to convey emotions. Her book The

Performer\Audience Connection is developed from a survey she

carried out by circulating questionnaires to audience
members at a series of dance concerts at the Smithsonian
Institute (these included the work of contemporary western
choreographers and of traditional non-western dance
companies). In the questionnaires she asked what emotions
individuals perceived in a performance and where they found
them -- in what movements. Her definition of emotion was
very broad: anger boredom, caring, competition, disgust,
ecstasy, eroticism, fatigue, happiness, nostalgia, pride,
sadness, shame, surprise and vitality. The questionnaire
also included synonyms for these. Hanna’s method is to
decide what emotions the performers intended to communicate
to the audience -- by considering the cultural and artistic
context of each performance, and by interviewing some of the
dancers involved -- and then to establish through the
analysis of returned questionnaires, how successful the
communication was. Hanna’s conclusion was that the better
informed the audience were about the conventions and
traditions of a particular dance form, the closer the
correspondence would be between the dancer’s and audience
member’s point of view. This is an account of reception as
a closed circuit. Sheets-Johnstone’s thesis describes
another closed circuit, in her case one of abstracted
aesthetic appreciation. Neither account considers the ways
in which the spectator relates her or his response to

affective symbols to their own lived experience -- although
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this possibility is at least implicit in some of Hanna'’s

other books.

2.5.3 HERMENEUTICS AND THE RECEPTION OF DANCE

Janet Wolff (1975) [89] uses phenomenology and hermeneutic
theory to give an account of the reception and
interpretation of works of art, including in her study a
brief outline of how this method might be applied to the
study of dance. She proposes that a sociology of art based
on a phenomenological account of the world of lived
experience (Lebenswelt) can look at art
in its total context of a meaningful world (and) should
expose its relations to any aspects of that world which
are relevant. [90]
rather than correlating features of the work more or less
arbitrarily to social facts. She finds no contradiction
between aesthetics and representation in art:
If it is true that one may appreciate a painting
without understanding all its religious, mythological,
allegorical or symbolic references, it is also true
that this additional Kknowledge permits a broader view,
and thus appreciation of the work, which at the same
time includes the aesthetic element. [91]
In other words our appreciation of a work of art may be
broader than just aesthetic appreciation. Wolff is critical
of the notion that ’art originates in experience, and is the
expression of that experience, and which has come to mean
that art is aimed at aesthetic experience’ [92]. It is this

view of dance which is implicit in the work of Langer and

Sheets-Johnstone (and is Hanna’s position in The
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Performer/Audience Connection). Wolff points to the danger

of reducing experience of a work of art to abstracted
'aesthetic experience’; in making this reduction, she
argues, the work of art loses its place and the world to
which it belongs.
The aesthetic dimension must be transcended ... for the
true experience of art involves the understanding of
meaning. Indeed this is not merely a precept to be
followed, but necessarily true since perception itself
always includes meaning ... Thus the real aesthetic
experience is the act of a historical spirit not a
timeless presence. [93]
By arguing that art is not timeless and universal but
historically and culturally specific, Wolff raises the
problem of how one can recognize and make allowances for
ones’ own culturally and historically specific prejudices
when interpreting works from cultural or historical contexts
other than ones’ own. She proposes that the solution to
this problem is to be found in Gadamer’s notion of the
hermeneutic circle [94]. When approaching a work of art we
are conscious of our prejudices but also open to the
’otherness’ of the material.
By controlling our anticipations we are enabled to
revise them, since our openness to the subject allows
distorting prejudices to be discovered. [95]
This in turn allows us to return to the work of art with
greater openness and more consciousness of the nature of our
prejudices, and thus to make a fresh interpretation. The
process is thus circular. Within this theory, a completely
unbiased interpretation of a work of art (Kant’s

disinterested disposition) is never possible. Wolff

substantiates this claim by relating it to the
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phenomenological foundation of the sociology of knowledge.
An extremely skeptical ontology, she argues, finds no
absolutely objective base for a theory of knowledge, only a
relative base. Wolff goes on to distinguish two separate
problems within this relativization of knowledge:
The first is the extent to which, and the way in which
the sociologist’s researches are coloured and distorted
by his own social-existential position. The second is
the epistemological question of the sense in which one
can speak of the real, or objective world, and whether
such a world is knowable. [96]
In response to the second problem, Wolff rejects
metaphysical speculation about the ultimate reality of the
world, turning instead to the ways in which we can
criticize, expose, corroborate or in other ways test the
limits of our knowledge of reality, concluding:
But in the end we are left with appearances:
epistemology involves and defines the limits of
ontology, and there can be no ontology outside the
critical theory of knowledge. Epistemology in its
turn, is inseparable from the sociological critique of
knowledge although not exhausted by it. [97]
The difference between Wolff’s hermeneutic method and
Sheets-Johnstone’s phenomenological account of dance, is
that whereas Sheets-Johnstone takes the consciousness of the
individual as the epistemological frame of reference, Wolff
proposes that:
Hermeneutic philosophy forces the interpreter to begin
by grasping the place of his own consciousness in its
historico-cultural context. [98]
The examples Wolff gives are primarily concerned with

looking at works of art from other historical periods or

other cultures, but her view of interpretation also has
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application for gender issues. As will be discussed in
Chapter Three, analysis of representations of gender must
take into account different points of view particularly in

terms of gender and sexuality.

2.6 CONCILUSION

In arguing the case that dance is a representational
practice, three main problems have been identified. Firstly
there is the question of the autonomy of the aesthetic.
Formalist and modernist theories of dance appreciation
(including those of Langer and Sheets-Johnstone who are
modernists if not formalists) bracket off any reference to
anything outside the art work in order to accord absolute
autonomy to the aesthetic. Harrison and Orton, in arguing
against this, have proposed that one should only recognize
art’s forms of autonomy and specialization where one is
obliged to. Janet Wolff has pointed out that, while it is
possible to appreciate a work of art without understanding
all its symbolic references, a broader appreciation of the
work is gained through some understanding of what these
refer to.

It is in the process of interpreting these references
that the second problem lies: in developing a sociological
reading of a work there is a danger of reducing the work to
no more than the sum of its social, political, historical
and ideological coordinates. This sort of reduction is

avoided through acknowledging the affective and intuitive
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nature of our experience of the reception of works of art.
This experience is nevertheless also ideologically
determined. As Wolff argues, the process of interpreting an
art work is conditioned by the social, political and
cultural context and beliefs of the person making the
interpretation. Thus as Nelson Goodman has observed
representations are relative and conventional, so that what
the individual sees depends upon and varies with experience,
practice, interests, and attitudes.

The third problem lies in the way in which the symbols,
through which dance refers to the world of experience, are
interpreted. The danger here is that dance may be reduced
to no more than a translation of a verbal original and that,
in the process, the body will be marginalized and the
expressivity and materiality of the dancing body will be
denied. At stake here is the relationship between dance and
discourse, and it has been argued that it is on the level at
which the body acts as an image of society that affective
symbols become discursive. Foster both recognize this
discourse of the body and see it as a site of conflict
between the individual and society.

As one watches or practices dance, one finds out about
the limits of what one’s body can do. These limits are not
only internally and subjectively experienced; they are also
conditioned by received ideas which are the socially
produced norms of what is supposed to be possible and thus
what is permissible. Representation in dance is one area in

which these norms are defined and contested. It is
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therefore argued that representations in dance are made up
of linguistic and affective symbols which are ideoclogically
produced and historically and socially situated, and are an
area in which the embodiment of socially constructed norms

are defined and contested.
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CHAPTER THREE

GENDER REPRESENTATION AND THE SOCIAL CONSTRUCTION OF
MASCULINITY

3.1 INTRODUCTION
Since the 1840s the male dancer has generally enjoyed an
equivocal and problematic status on the ballet stage in
Western Europe and North America. Displeasure at the
spectacle of the professional male dancer thus developed
during the period in which the middle classes were
consolidating their economic, political and cultural
position. While Chapter Four looks at representations of
masculinity in theatre dance since 1840, this chapter is
concerned to locate the problematic status of the male
dancer within the codes and norms of bourgeois male
behaviour, particularly within those relating to bodily
behaviour and bodily display. What Rosalind Coward has
commented on, in relation to contemporary film, in may ways
sums up a modern attitude to the body:
Under the sheer weight of attention to women’s bodies
we seem to have become blind to something. Nobody
seems to have noticed that men’s bodies have quietly
absented themselves. Somewhere along the line, men
have managed to keep out of the glare, escaping from
the relentless activity of sexual definitions. [1]
Over the last two centuries, however, it is not that male
dancers have quietly absented themselves, but that they have
been nervously dismissed. Until very recently it has seemed
'natural’ not to look at the male body, and therefore

problematic and conflictual for men to enjoy looking at men

who dance.
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Underlying much of the recent research in what some now
call ’'mens studies’ is the premise that men, like women, are
(to borrow Simone de Beauvoir’s dictum) not born but made.
In this view gendered identity is created within social,
psychological and cultural processes. Thus gender
representations in cultural forms, including theatre dance,
do not merely reflect changing social definitions of
femininity and masculinity, but are actively involved in the
processes through which gender is constructed. It was as a
result of the women’s movement that women and then some men
started to question and make more visible the ways in which
first femininity and then masculinity were constructed, and
this critique has included representations of masculinity in
cultural forms.

Power in our society is not equally shared between men
and women, and representations of gender are ideologically
produced and tend to support the dominant position of men in
our society. Research into the historical development of
gender ideologies suggests that masculinity as a socially
constructed identity was rarely a stable identity. Rather
than enjoying a secure autonomy, men have continually needed
to adjust and redefine the meanings attributed to sexual
difference in order to maintain dominance in the face of
changing social circumstances. This chapter aims to reveal
some of the conflictual and contradictory aspects of the
construction of modern masculine identity, and the complex
and deeply rooted structures which surround and defend

images of men in cultural forms. Dance is an area in which
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some of the holes in the construction of masculine identity
can sometimes be revealed. It is argued that the unease
that sometimes accompanies the idea of the male dancer is
produced by these defensive structures.

If masculinity is not a stable identity, neither should
it be seen as monolithic. When writers write about ’men’,
what is generally meant is white, heterosexual, middle class
men. One should not speak of masculinity but of
masculinities. Section 3.2 looks at how particular norms of
rational male behaviour have been institutionalized as the
norm, and 3.2.4 sets these within a psychoanalytical account
of the construction of male identity based on objects
relations theory. A central concern of section 3.3 is the
development of modern notions of the gendered body. It is
through our embodiment that we are gendered, and, as was
demonstrated in Chapter Two, differing ideas about the body
affect our understanding of the way dance works as a
signifying practice. Section 3.3 therefore looks at social
and historical perspectives on the construction of gendered
identity and the construction of the body. Then sections
3.4 and 3.5 look at how the social structures and
mechanisms, identified in the first half of the chapter,
determine the way images of men in cultural forms are
constructed. In doing so, recent approaches to the analysis
of gender representations in cultural forms are examined in
order to develop a framework for describing spectatorship in

dance. In particular this section is concerned with the
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ways in which representations in cultural forms are
structured to restrict the way that the male body is looked

at.

3.2 EN, RATIONALIT I
3.2.1 INTRODUCTION

There are some aspects of male behaviour which connote
masculinity, while other aspects do not conform to dominant
male norms and sometimes threaten them -- tolerance of
nonconformity varying and changing in different historical
and social contexts. While there are certain emotions, such
as anger, which are considered proper for men to express,
emotionality is generally considered to be a feminine
characteristic. Men are supposedly rational rather than
emotional beings and notions of male rationality dictate a
particular reserve in the area of male emotional expression.
It was argued in Chapter Two that dance is a form in which
feelings are symbolically expressed. The kinds of
expressiveness that are involved in male dancing can
infringe the codes that police masculine behaviour. Dance
is therefore an area in which, in some contexts,
representations of masculinity can be produced which
contradict hegemonic male norms. It should not be inferred
from this, that male dance is necessarily subversive.
Representations of masculinity in the work of most
choreographers in the last two centuries have reinforced

dominant male norms. It is the potential, inherent in the
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representation of masculinity in dance, to undermine or
subvert these dominant norms which, in Chapter Five, will be
examined in the work of some British new dance artists. But
in the nineteenth century, one underlying reason for the
declining role of the male professional dancer under
bourgeois patronage, and his problematic status in the
twentieth century, must be that dancing, for men, was
considered to be unacceptably expressive. This section is
concerned with the linkage between masculinity and
rationality, and with the social and psychological
parameters which determine what constitutes acceptable

expressive behaviour for men.

3.2.2 DISMANTLING RATTONAL MASCULINITY

Since the Enlightenment, the ability to reason has been
taken to be the most important attribute of the civilized
human being. In the new liberal view all men and women had
the same potential to be free reasoning individuals.
Condorcet, writing in 1791 argued:
The rights of men result simply from the fact that they
are sentient beings, capable of acquiring moral ideas
and of reasoning concerning these ideas. (And that)
women, having these same qualities, must necessarily
possess equal rights. [2]
It was however on the basis of their supposed inability to
reason that women and other apparently inferior or marginal
groups were, during the nineteenth century, denied these
rights (see 3.3). This ability to reason and make judgments

from a disinterested point of view is not only attributed

primarily to men but is also methodologically enshrined
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within modern scientific and academic discourse. The
exposure of theory and philosophy as the limited vision of
white, Western, middle class heterosexual, male thought is
therefore, as Janet Wolff has observed [3], a priority for
feminists and other excluded groups. We have seen in
Chapter Two that the process of making a socioclogical
interpretation of a work of art, also calls into question
this certitude. Underlying this is the fact that, due to
the development of structuralist and post-structuralist
theory, hermeneutics and the sociology of knowledge, we now,
as Janet Wolff points out, see all knowledge as socially and
historically situated and therefore partial. Theory is now
viewed as a product of (and limited by) language and
discourse [4].

This raises the problem of how to dismantle masculinity
using theoretical tools that are themselves part of the
means through which masculinity maintains itself: how to use
a rational and scientific approach to question rational and
scientific theory. It is tempting to use the term
deconstruction to describe this process. A deconstructive
reading of a text or discourse is one which reveals its
internal contradictions and inconsistencies. But while
deconstruction might therefore be seen as a critical tool,
the deconstructive reading is one in which meaning is
continually deferred, and binary oppositions dissolved.
Christopher Norris has argued that by continually deferring
and dissolving oppositions and distinctions, post-

structuralist, postmodern, and deconstructive theories are
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in danger of being or becoming uncritical [5]. Janet Wolff
has similarly argued that an entirely dispersed and
fragmented politics is both misconceived and impossible.
She proposes that we have to retain a commitment to theory
while recognizing its provisional nature [6].

On a theoretical level it is necessary therefore to
retain a critical openness to questions of gender ideology,
which allows distorting prejudices to be discovered and
examined as part of the process of investigation. Thus when
examining representations of masculinity from my own white,
heterosexual, middle class male point of view, I have, when
it seems useful, taken into consideration analysis and
criticism that comes from gay and feminist critical points
of view. As Tim Edwards [7] has pointed out, for men
involved in men’s studies the notion of objectivity and
disinterestedness becomes problematic in the context of the
relationship between researcher and researched because:

Objectivity is one level of historically
constructed, masculine subjectivity. [8]

For men to assume they can be unproblematically objective
about masculinity is not to be honest about what is gained
from the inequality between the sexes, and not to recognize
the important ways in which the personal can be political.
Recognition of the ways in which the personal is political
makes it possible for attitudes to change, and for a space
to be made for alternatives. A dismantled monolithic
masculinity allows the possibility of recognizing the

existence of a plethora of different masculine identities.
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These are on the face of it pious declarations. In the
context of representations of masculinity in dance, however,
they have consequences for an account of the linkage between
the male body, reason and the expression of feelings.
Rationality, as an attribute of dominant masculinity, should
not be seen as the converse of emotionality. It is through
seeing them as such that men are discouraged from exploring
or experiencing all but a narrow range of physical
expression. Given that emotional experience is embodied and
that dance communicates through affective symbols, the
extent to which the norm of dominant masculinity has become
associated with rationality and emotional inarticulateness,
is clearly important to an understanding of dance and

masculinity.

3.2.3. TIONALITY MOTIO Y

It would be untrue to say that modern men are rational
beings devoid of feelings -- like Lieutenant Spock in the
television series Star Trek. However, some emotions are
associated with masculinity while others are seen as
feminine [9], so that men are often said to be more rational
and more in control of their emotions than women.

Martin Pumphrey has identified in some of the more
violent male film roles of the 1970s and 1980s an inability
among male heroes to face up to and deal with personal
feelings, and suggests that the consequent repression of
feelings leads to violence. The violence of film characters

like Sylvester Stallone’s Rambo and Arnold Schwarzeneger’s

119



Terminator is, he suggests, an externalized response to the

crisis of modernity. Underlying this response, he argues,

is an inability and refusal to face up to internal

contradictions that are related to this external crisis.

Hence:
Repressing and evading any self-conscious recognition of the
internal contradictions their identities encompass, they
construct their masculinities as defensive responses to the
external crises of modernity ~- crises that are taken as
legitimation both for the violence that demonstrates their
superiority and the unrelenting rejection of self-analysis
that is their most fundamental characteristic. (...) They
enact what Klaus Theweleit in Male Fantasies describes as
'an incapacity to experience others except through fear,
deceit, mistrust or domination’ [10]

Theweleit whose ideas are considered in 3.5.5., also

considers the ways in which a display of violence can be an

approved and unproblematic guise that are applicable to

representations of masculinity in dance. Anger and hatred

(which lead to violence) are two of the emotions that are

associated with masculinity and thus whose expression is

generally considered acceptable for men.
It is sometimes said that white middle class

heterosexual men are less able to deal with or express a

full range of feelings (including the ’soft’ emotions that

are associated with femininity) than women, black people,

gays and others often designated Other. It is this point of

view that was held by many of the British new dance artists

whose work is discussed in Chapter Five, and by men involved

in the ’Men Against Sexism’ movement. Thus writers in the

British men’s movement magazine Achilles Heel speak of men

being emotionally illiterate [11] while writers in the Mens’
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Issue of New Dance magazine [12] (discussed in detail in
5.2.3) speak of the social pressures on boys and men to be
tough and insensitive. Writers in the latter suggest that
there are many ways in which boys and men are denied
opportunities to ‘get in touch with their bodies’, and these
include social pressures for men not to dance.

One of the most detailed expositions of the view that
men’s problems stem from their inability to handle their
emotions, has been made by Victor Seidler [13]. He proposes
that a dependence on rationality results in men responding
to feminist criticisms by distancing themselves from
masculinity altogether, and thinking that it is ’possible to
abandon our masculinity’ [14]. The idea that men might be
able to cut out and reject their masculinity comes, he
argues, from a rational, instrumental model of change that
we inherit within our culture. He argues that masculinity
is not something that can be rejected through rational
choice but something which men can work at redefining. This
redefinition involves a process of personal change that
includes ‘accepting the nature of our emotions and
feelings’. The idea that reason takes precedence over
emotions and feelings is part of the Kantian-Protestant
tradition that

assumes that our lives can be lived by reason alone and
that through will and determination, as Kant has it, we
can struggle against our inclinations, to live
according to the pattern that we have set for ourselves
through reason. [15]

Seidler therefore argues that men should be more accepting
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and give greater recognition to their emotions. This was,
as he acknowledges, one aim of the groups of heterosexual
anti-sexist men during the 1970s loosely associated with
Achilles Heel. It gave rise to an interest in the use of
self-help and other therapies. Emotional and therapeutic
work is a valuable corrective for the shortcomings of a
purely rational analysis of the construction of masculinity,
in particular body work exploring male feelings and fears
about the impermeability of bodily boundaries (see
discussion of Klaus Theweleit’s work in 3.5.5). This also
overlaps with the concerns of British new dance at that
time.

There are limitations with this view of the linkage
between masculinity and rationality as a framework for
analyzing masculinity. Criticisms of the apolitical nature
of this approach and its essentialist notion of a
restoration through therapy to organic oneness are
considered in 5.2.3.. On a theoretical level, Seidler,
along with other writers in Achilles Heel, speaks of what is
wrong with men as if this were a problem for all men. This
clearly cannot be the case. As Kobena Mercer has pointed

out:

How could you say that black men like Miles Davies or
Michael Jackson, James Brown or John Coltrane are
remotionally illiterate’. [16]
An early editorial in Achilles Heel reveals further
confusion in the use of the word ‘men’ to mean all men. The

writers state that, in making public what they feel they

have learned from men’s consciousness raising groups about
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being men, they feel that they are finding themselves
’‘personally and politically as men and aligning ourselves
with women and gay men in the struggle against oppressive
sexual divisions’ [17]. Doubtless they did not actually
mean to say that gay men were not men, but that is the
literal implication. (There were gay men involved in the
Men’s Movement, and gay contributors to Achilles Heel.) An
appeal to a ’common sense’ notion that all but insignificant
minorities of men conform to dominant male norms is surely
part of the rhetoric of the Enlightenment tradition which
Seidler aims to dismantle. The term ’‘men’ is a construction
which has the effect of creating an ideologically motivated
sense of unity among men which is nevertheless conflictual
and contradictory.

Tim Edwards makes another criticism that relates to the
linkage between masculinity and rationalism. He draws
attention to the way mens studies tend to presume that all
men are heterosexual by considering sexuality and gendered
identity as totally separate entities, but he does point out
that:

A tendency within sociology to depend on theoretical

and scientific tradition which assert rationality leads

to a failure to account for the full range of feelings
and meanings attached to individual acts: in short the
emotional motivation of the act is removed through

cerebralized distance and rationalization. [18]

An understanding of the construction of masculinity needs to
take into account the social and psychological construction
of male sexuality.

These arguments about male emotional illiteracy accept
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unquestioningly that emotionality and rationality are indeed
opposites, and that men are actually more rational and less
emotional than women. As Jeff Hearn points out:
A strict separation of emotionality and rationality
into mutually exclusive qualities is mistaken, as
actions can be both emotional and non-emotional
(rational) at the same time. [19]
Furthermore, the conflation of emotionality with femininity
or of masculinity with rationality ’‘ideologically obscures
the contradictions of gender relations under Patriarchy’
[20]. For white men, the polarity between rationality and
emotionality may be internalized as part of the process of
construction of masculine identity. What is at issue where
representations in cultural forms are concerned, is not a
question of whether men may actually be emotionally
illiterate, but the extent to which the repression of
emotional expression is a norm of masculine public
behaviour. What Martin Pumphrey has said about male
attitudes towards dress during most of the last two
centuries is applicable to male attitudes towards
representations of masculinity in cultural forms during the
same period. The general attitude, he says, was that men
should show ’an aggressive indifference to dress and a
silent avoidance of bodily display’ [21]. It is not a matter
of what is going on inside, but how this is allowed to show
itself on the levels at which the body creates meanings.
This is the level on which theatre dance operates. Unease
at men dancing on stage is unease then at how men are looked

at on stage when dancing. The act of looking, and of being
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looked at is itself gendered, and this is considered in
section 3.4.. Before considering that, it is necessary to
look at psychoanalytic work in the area of object relations
theory which clarifies and supports the notion that the
polarity of emotionality and rationality is produced as part

of the psychological construction of gendered identity.

3.2.4 PSYCHOLOGICAL PARAMETERS OF THE CQN§IB CTION OF
SCULINITY AND MALE DEVELOPMENT NF

It is generally accepted that ideology works on an
unconscious as well as on a conscious level, and that the
formation of identity is a psychological process.
Individuals, as Sander Gilman puts it [22], construct many
organized schemata during the course of their development
that form the background frame of reference to all current
processes of perception, imagining, remembering, feeling and
thinking. Salient to these are the early stages of the
development of gendered identity. Nancy Chodorow, working
within the tradition of object relations theory, has
proposed an account of the processes through which gendered
identity is formed, which stresses the linkage between the
individual’s psychological, social and cultural experiences.
My investigation suggests that our own sense of
differentiation, of separateness from others, as well
as our psychological and cultural experience and
interpretation of gender and sexual difference, are
created through psychological, social and cultural
processes, and through relational experiences. We can
only understand gender difference, and human
distinctness and separation, relationally and
situationally. They are part of a system of

asymmetrical social relationships embedded in
inequalities of power, in which we grow up as selves,

125



and as women and men. Our experience and perception of
gender are processual; they are produced
developmentally and in our daily social and cultural
lives. [23)
What is particularly useful for the argument in this chapter
is the way that Chodorow accounts for differences between
male and female emotionality and sense of bodily
separateness. In the psychoanalytic model which has its
origins in Freud’s work, a sense of gendered identity
develops out of a process of differentiation and separation
from the primary caregiver. The child is born with a
'narcissistic relation to reality’, and is believed to
experience itself as merged and continuous with the world,
and with the caregiver in particular, in a state described
as one of polymorphous perversity. Separation from the
caregiver involves a sense of personal psychological
division from the rest of the world. This develops along
with a sense of the permanence of the baby’s physical
separateness and the predictable boundaries of their own
body, of a distinction between inside and outside. In other
words, a sense of the boundaries of the body is believed to
develop along with the beginnings of individual identity.
Chodorow’s particular contribution to our understanding of
these processes is her stress on the importance of the
mother figure within differentiation and separation, and the
consequences that come from the fact that mothering is, in
our society, almost exclusively done by women. Thus, when
the child develops a sense of separateness, this is formed

in relation to a female body. Chodorow suggests that
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whereas female infants retain a sense of relatedness with
their mother through anatomical similarity, the separation
experienced by boys is underlined by their bodily
difference.
Maleness is more conflictual and more problematic.
Underlying, or built into, core gender identity is an
early, nonverbal, unconscious, almost somatic sense of
primary oneness with the mother, an underlying sense of
femaleness that continually, usually unnoticeably, but
sometimes insistently, challenges and undermines the
sense of maleness. (...) A boy must learn his gender
identity of being not-female, or not-mother.
Subsequently, again because of the primacy of the
mother in early life, and because of the absence of
concrete, real, available male figures of
identification and love who are as salient for him as
female figures, learning what it is to be masculine
comes to mean learning to be not-feminine, or not
womanly. [24]
Because the initial stages of differentiation involve the
perception of bodily boundaries, the maintenance and
impermeability of these is linked to the imperative of being
not-feminine and the suppression of the early memory of
connectedness with the mother. Thus:
Boys and men come to deny the feminine identification
within themselves, and those feelings they experienced
as feminine: feelings of dependence, relational need,
emotions generally. [25]
Chodorow is not saying that individuals (or at least men)
are innately both feminine and masculine. Her argument is
that masculinity and femininity are constructed rather than
innate, and relational rather than essential. The feminine
identification within boys and men is in part environmental,
and its consequent significance for the individual is
socially and historically contingent. Central to any

understanding of sexual difference is the imbalance of power
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between men and women in our society. Chodorow, having, as
we have seen, pointed to certain psychological features
which distinguish male and female identity, further points
out that, because men have the power in our society, these
male features have been defined as normal and that ’‘men have
the power to institutionalize their unconscious defences
against repressed yet strongly experienced developmental
conflicts’ [26].

Within the orthodox Freudian model the acquisition of
language is seen as the key factor initiating the process of
separation and the formation of identity. The child’s early
experiences of merged and continuous connection with the
caregiver are, in Freudian and Lacanian theory, thought of as
'pre-verbal’. As Ann Daly has observed:

The term ’‘pre-verbal’ has always been a subtle way of

marginalizing movement: of relegating it to the

negative role of ‘other’ in a world supposedly

constructed solely in language. [27]

She cites the work of Daniel Stern (1985) who has challenged
this notion of the ’pre-verbal’. Daly summarizes Stern’s
conclusions as follows:

(1) the infant does experience a sense of self before

learning to talk, (2) the infant does relates to others

through movements before learning to talk, and (3)

these bodily senses of self and means of interpersonal

communication persist even after the acquisition of
language. Nonverbal communication, then is not ’pre-

verbal’ at all. Movement and language share in the
process of creating the self and communicating with

others. [28]

Stern, like Chodorow, links the formation of identity with
the development of awareness of the body and its boundaries.

This awareness is, according to Chodorow, a problematic area
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for men. Because the male child finds the memory of his
early connectedness with the mother problematic and
conflictual, nonverbal, physical ways of communicating are
problematic for men. The fact that theatre dance, which
communicates on a nonverbal level and is generally
marginalized in Western society, might therefore be seen as
an example of the way that, as Chodorow proposes, men have
the power to institutionalize their unconscious defences

against repressed yet strongly experienced developmental

conflicts.

3.3 SOCIAL CONTEXTS OF THE CONSTRUCTION OF MASCULINITY
3.3.1 INTRODUCTION

This section considers the social attitudes and historical
contexts which are relevant to the construction of
representations of masculinity in dance, and examines the
emergence of modern attitudes towards the body and gender
difference. It locates these within the emergent middle
class ideology during the late eighteenth and nineteenth
centuries, which, it is argued, resulted in the problematic
status of the male dancer. It is at this time that the
equation of masculinity with rationality, and the consequent
downgrading and feminization of emotionality (discussed in
the previous section) replaced the older Christian Hellenic
conception in which an ideal body could serve as an
unproblematic symbol of society. For the nineteenth century
middle classes, the body, and the male body in particular,

became highly problematic and despised. These ideologies of
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gender and attitudes towards the body have persisted into
the twentieth century, and if the male dancer is presently
more acceptable than he was in many countries for most of
the nineteenth century, this is largely the consequence of
the higher status which ballet and modern dance now enjoy as
art, compared to the more marginal position and status that
was allowed it by what Ivor Guest has called ’‘Victorian
prudism’ (see Chapter Four Section Two). Although these
prudish attitudes have effectively declined in the twentieth
century, they have still exercised a lingering influence on

male theatre dance up to the present day.

3.3.2. THE MODERN BODY
Modern ideas about the body, and about the biology of gender

difference, developed as a result of the breakdown of older
notions of the body in Greek thought and its assimilation
within medieval and renaissance Christian thought. The
older Christian model of the sinful flesh became recast with
new, scientific features by the rational French bourgeoisie
and their evangelical protestant English counterparts. The
idea that the body as an entity is execrable not only
persisted, but became increasingly important in new and more
anxious forms. The body itself was no longer admired, and
lost its status as an unproblematic symbol of society. The
male nude, as Margaret Walters has shown, suddenly appeared
irrelevant in modern society [29]. Thomas Malthus pointed
out that the healthy body is a body that has the potential

to procreate and thus, as he saw it, to threaten the demise
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of society through overpopulation -- his argument being that
population grows at a faster rate than food production [30].
The body, with everything it implied, became a problem and

a threat. These new social attitudes and ideas were
initially developed in eighteenth century scientific and
rational thought; but despite the fact that new discoveries
discredited them, they survived as signifiers of class.
Thus the new anxieties about the body related to the world
view of the new middle classes within complex hierarchies of
relations within society [31].

The anthropologist Mary Douglas’ purity rule
is useful for understanding these ideas of purity and
impurity in relation to the body [32]. When the physical
body is under strong social pressure, she proposes that the
social system seeks progressively to disembody or
etherealize the forms of expression, and social intercourse
increasingly ’pretends to take place between disembodied
spirits’ [33]. Thus:

Physical events, defecation, urination, vomiting and

their products uniformly carry a pejorative sign for

formal discourse... Front is more dignified and

respect-worthy than back. Greater space means more

formality, nearness means intimacy. [34]
New anxieties about the body resulted, during the nineteenth
century, in changes in attitudes towards bodily display
including display in theatre dance. Ballet is, within
Douglas’ terms, a pre-eminently dignified form. In the
ballet ideal, dancers aspire to the condition of disembodied

spirits. It was female dancers rather than males who
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represented in the nineteenth century these disembodied
spirits. To understand why, it is necessary to examine the
way nineteenth-century ideas about the body underpinned new

ideologies of gender.

3.3.3. THE _GENDERED BODY

It is with the increasing acceptance of a rational and
scientific approach to the body that Aristotelian ideas of
the metaphysical inferiority of women gradually became
untenable. The idea that men and women have the same
potential to be free, reasoning subjects implicitly
threatened male power. Christine Battersby [35] has shown
the conflicting nature of the arguments which were put
forward by philosophers at that time to maintain male
dominance. Scientists and commentators sought to prove that
women were physically and temperamentally unsuited to
serious thinking, while at the same time they appropriated
for male genius aspects that had previoﬁsly been ascribed to
the feminine temperament. This justification of the
subordination of women was, as Thomas Lacqueur has shown,
based on supposedly scientific evidence of the unsuitability
of the female body (in comparison with the male body) for
involvement in public life. Lacqueur has shown how, for
much of the nineteenth century, female menses was thought to
be equivalent to animals being on heat. The womb thus
became the centre of the female psychological system with
all women’s nervous energy going into controlling and

transcending their animal nature during menses. This
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transcendence of their animal natures was the grounds for
claiming women’s moral superiority; but the fact that it
used up all their mental or physical energy was supposed to
make them unfit for any ’serious’ employment (hence the
'female’ disease hysteria). If there was any comparable
attempt to limit male behaviour by referring to anatomically
grounded definitions of the male temperament, this is to be
found in the notion of the healthy mind in a healthy body
and its development in competitive male sports [36]. The
male body was of course the norm against which female
anatomical and temperamental traits were judged. Men, by
default and by implication, were considered to be less
capable of transcending their natural lusts and desires and
thus morally inferior. Thus women had some grounds for
claiming to be purer and more disembodied than men. It was
more appropriate therefore for female dancers to evoke the

ballet ideal than for male dancers [37].

3.3.4. TOUGHNESS AND MEN

For Western men in the nineteenth and twentieth centuries an
increasing importance has been placed on an appropriately
masculine style of dress and behaviour which does not give
expression to their feminine identification [38]. This is
in contrast to the male power of an eighteenth century
aristocrat which, as Eve Kosofsky Sedgwick has pointed out,

was not

dependent on personal style so much as on material and
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hereditary rights, and in which (partly for that
reason) the mutual exclusiveness of "masculine" and
"feminine™ traits in general were less stressed, less
absolute, and less politically significant than it was
to be for the nineteenth-century bourgeoisie. [39]
Corrigan, Connell and Lee cite the example of the French
eighteenth century diplomat and spy Chevalier D’Eon who
enjoyed an active political career dressed some of the time
as a woman [40]. This suggests that, in the modern period,
it was initially bourgeois men for whom, in Chodorow’s
words, it was important to have learnt to be not-feminine,
or not womanly. Since then, all classes of Western men have
been socialized to conform to increasingly demanding norms
of male toughness and to be inexpressive of ’soft’ emotions.
Toughness and softness are qualities which refer to the body
and to an individual’s perception of their bodily boundaries
and gendered identity. Thus masculinity is associated with
strength, hardness and male arousal, whereas softness and
gentleness are associated with mothering and with female
sexual passivity. It is because this is expressed as a
dichotomy that it is difficult to conceive of strength that
is not necessarily hard, stressed and tense. The hard,
erect penis, is probably the most important signifier of
sexual difference and, some suggest, of male power. As
Richard Dyer has pointed out, despite the fact that male
genitals are fragile, squashy, delicate and vulnerable even
when aroused, they are generally symbolized in film and
television as hard, tough and dangerous [41]. The clenched
fist, raised from the elbow is one of the commonest symbols

alluding to the sexual potency of the man who clenches it.
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Thus there is a fantasy male born out of fear and insecurity
whose toughness renders him invulnerable, and whose
boundaries are hard and impervious.

Some antisexist middle class heterosexual men,
including some involved in British new dance, have seen
gentleness as a positive male quality. Some gays have also
seen it as a positive quality, but in a more problematic way
as softness can carry negative connotations associated with
the stereotype of the effeminate, limp-wristed homosexual.
This dichotomy of hardness versus gentleness is relevant to
the development of images of ’‘alternative’ masculinity
developed by British new dance artists, discussed in the
next two chapters, while hardness and tight body boundaries
are central to the analysis and critique of male sexuality
proposed by Klaus Theweleit later in this chapter (see

3.5.5.).

3.3.5. EMOTIONALITY, DANCE AND ARTISTIC GENIUS

The Romantic notion of the artist as inspired genius is the
obvious exception to the rule that men should appear tough,
unemotional and inexpressive. Christine Battersby points
out that the (male) Romantic artist was excepted from
gendered divisions of social behaviour through being allowed
to have ’‘feminine’ qualities such as sensitivity, passivity,
emotionality and introspective self-consciousness.

Battersby argues that artists could appropriate these

'feminine’ characteristics by evoking the notion of genius,
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and thus without suffering the lower social status of being
female. When the Romantic artist expresses the underlying
forces of sublime nature, this is a male creative energy
responding to the male energy of nature: according to Edmund
Burke (1729-97), the grandeur of an avalanche in the Alps is
sublime, as are also ’kings and commanders discharging their
terrible strength and destroying all obstacles in their
path’ [42]. The new notion of male artistic self-expression
was linked to the body and physicality. A sublime muscular
dynamism was identified in Michaelangelo’s art. On another
level creativity was linked to virility and male sexuality:
Battersby calls this the Virility School of Creativity, and
one aim of her book is to reveal the mysogynistic way these
ideas have been used to create a climate within which women
were excluded from being considered geniuses or great
artists.

The Romantic idea of male artistic self-expression
clearly underlies much of the hype that has surrounded the
recent popularity of the male dancer. It is paradoxical,
however, that these notions should initially have been
developed at the time when the male dancer was disappearing
in Western Europe as a result of strong social disapproval.
The Romantic genius was allowed a wide range of self-
expression that would have been considered unacceptable in
men not considered to be gifted. The way in which the
Romantic composer might pound his piano while performing his
own work, or the emotionalism of the romantic poet, or the

way the brush strokes betray the painter’s struggle with his

136



canvas: the implicit or explicit physicality of all these
seems to have been acceptable for male artists in the
nineteenth century, while the dancing of ballet movements
was not. There were significant differences between the
former forms of self-expression and the performance of the
male dancer. There was the general low status of the
performing arts and of dance as a non-verbal form within
them. To a certain extent denunciations of the male dancer
could draw on diatribes against the immorality of actors as
a whole. There is also the fact that the male dancer
displayed himself, and thus was in danger of infringing the
conventions which circumscribed the way men could be looked

at.

3.3.6 HOMOPHOBIA AND THE MALE DANCER

What has been proposed so far is that, increasingly since
the nineteenth century, it has been considered appropriate
for men not to appear soft and not to appear emotionally
expressive. An individual who does not conform to these
behavioural norms, and cannot claim to be a genius, has been
in danger of being considered ‘not to be a proper man’, a
euphemistic phrase that generally means homosexual. The
cluster of fears associated with homosexuality is sometimes
called homophobia. Homophobia is the social mechanism which
prohibits or makes fearful the idea of intimate contact with
members of the same sex. It is generally argued that

homophobia is a mechanism for regulating the behaviour of
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all men rather than just self-identified homosexuals. It
has been proposed that homophobia is an essential
characteristic of patriarchal society. Joseph Bristow has
argued that:

Homophobia comes into operation so that men can be as

close as possible -- to work powerfully together in the
interests of men -- without ever being too (sexually)
close to one another. (...) homophobia actually brings

men into a close homosocial relation. [43)
The mechanisms which limit the subversive potential of some
representations of masculinity (which include disapproval of
male dance) can be seen to serve the purpose of keeping out
of sight anything which might disrupt the relations within
which men work powerfully together in the interests of men.

Eve Kosofsky Sedgwick proposes that homophobia in our
society is directly related to the way men relate to one
another homosocially. She argues that a fundamental
triangular structure in our male dominated society is one in
which a woman is situated in a subordinate and intermediary
position between two men. Men use women in order to impress
other men as part of a ’‘traffic in women’ [44]. 1In this
structure, women are the intermediaries of what Sedgwick
calls male homosocial desire.

Her argument is that, in men’s relationships with other
men in contemporary Western society, emotional and sexual
expression is necessarily suppressed in the interests of
maintaining male power. In a broader historical and
anthropological perspective, she argues, this sort of male
bonding is atypical: a similar break does not occur in

female bonding in modern Western society, nor did it exist,
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for example, for Greek men at the time of Socrates. In the
latter examples, there is a continuum between social,
political and sexual expression. Sedgwick argues that male
homosocial relationships in our society are characterized by
intense homophobia, fear and hatred of homosexuality. This
repressed homosexual component of male sexuality accounts
for ’‘correspondences and similarities between the most
sanctioned forms of male homosocial bonding and the most
reprobate expressions of male homosexuality’ [45]. Men are
in a double bind in that they are drawn to other men, but
this acceptable attraction is not clearly distinguishable
from forbidden homosexual interest.

For a man to be a man’s man is separated only by an

invisible, carefully blurred, always-already crossed

line from being "interested in men%". [46)]
The main objection to the concept of homophobia is that it
doesn’t actually offer an explanation of why modern Western
society is prejudiced against and discriminates against
homosexuals. Homosexual men were subject to sometimes
violent discrimination prior to the nineteenth century, at
times when performances by leading male ballet dancers were
greeted with considerable approval. There is no simple
linkage between homosexuality, homophobia and disease at
professional male dancers. The usefulness of the concept of
homophobia lies in the extent to which it identifies and
describes how social strictures function to maintain certain
norns of male behaviour.

It is surely these social strictures which, since the
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mid nineteenth century, have caused the display of male
dancing to be a source of anxiety. Male appearance
signifies power and success: as John Berger has put it, a
man’s appearance tells you what he can do to you or for you.
If, however, his appearance is also desirable, he is, from
the point of view of a male spectator, drawing attention to
the always-already crossed line between homosocial bonding
and homosexual sexuality. His appearance therefore carries
with it for the male spectator the threat of revealing the
suppressed homosexual component within the links he has with
other men and through which he maintains his power and
status in patriarchal society.

It is therefore necessary to look at the extent to
which, for the male spectator, the anxiety associated with
the idea of deriving pleasure from watching a male dancer is
displaced within the structures and conventions of the

visual and performing arts.

3.4 NARRATIVE IDENTIFICATION AND GENDER REPRESENTATION IN
THEATRE DANCE

3.4.1. INTRODUCTION

These last two sections of this chapter apply the account of
the construction of masculinity, developed thus far, to the
representation of gender in cultural forms. Much recent
work on gender representation has been based on the idea
that cultural forms are structured from a male point of view
and support men’s dominant position in patriarchal society.

As John Berger observed in Ways of Seeing:
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Women are depicted in a quite different way from men --
not because the feminine is different from the
masculine -- but because the ’ideal’ spectator is
always assumed to be male and the image of woman is
designed to flatter him. [45]
This leads to the idea that social behaviour is a
determinant of the conventions which structure cultural
forms. The differences between the ways in which men and
women present themselves in daily life, particularly on the
level of non-verbal, bodily communication are clearly
relevant to an analysis of the representation of gender in
dance. The aspect of social behaviour to which Berger and
several writers subsequently have drawn attention is the

gaze. This underlies Berger’s much quoted observation that:

Men act and women appear. Men look at women. Women
watch themselves being looked at [48]

and that the male gaze informs the criteria and conventions
which govern the way women and men are depicted within the
tradition of European o0il painting. As Ann Daly has
observed:
As tiresome as this term (the male gaze) has become, it
remains a fundamental concept: that, in modern western
societies the one who sees and the one who is seen are
gendered positions. [49]
Issues relating to power, the gaze, and the spectacle of
masculinity are central to the argument in the rest of this
chapter. Who looks at whom, and how surveillance relates to
power in Western society are factors which influence the
representation of gender in dance. What is at issue is not
that men should not be looked at but how they are supposed

to appear when they are the object of a spectator’s gaze.

The last two sections of this chapter explore the ways in
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which work on the male gaze can be applied to the study of
theatre dance.

One criticism that has been made of earlier accounts of
the male gaze is that it assumes that culture is immovably
and exclusively masculine, thus ruling out the possibility
of any alternative or subordinate expression. The
development of female audiences for dance during the
twentieth century has been a factor in the development of
male dance, as also has been the crucially important work of
Martha Graham and other women choreographers. Any
application of the idea of the gendered gaze to the
reception of theatre dance must be able to deal with the way
the female spectator (be she choreographer or audience
member) looks at the male body. A central proposition in
this study is that the spectacle of the male body in dance
is protected by defensive strategies. These construct the
dominant point of view as male and patriarchal while
marginalizing alternative and subversive points of view.
Dominant male interests are protected through reinforcing
the idea of an ideologically constructed, monolithic
masculinity. As has been suggested previously, a range of
different masculine identities exist, differing in relation
to race, class, sexuality and other components of identity.
In order to evaluate representations of masculinity in new
dance, it is necessary to consider the ways in which this
patriarchal point of view can be subverted and dismantled.

Laura Mulvey has neatly summed up the theoretical stance of
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much feminist art practice that aims to do this:
The alternative is the thrill that comes from leaving
the past behind without rejecting it, transcending
outworn or oppressive forms, or daring to break with
normal pleasurable expectations in order to conceive a
new language of desire. [50]
Mulvey’s theory is that images of women in mainstream
Hollywood cinema are governed by the workings of male
heterosexual desire. She first proposed this in her essay
"yisual pleasure and narrative cinema" (1975) and it has been
subsequently modified and developed by herself and a number
of other writers [51]. Whereas Berger’s idea of the male
gaze was proposed to account for the spectator’s response to
static visual images, Mulvey extended this to the reception
of narrative forms as well. The connection between looking
and the process of identification by a reader or audience
member is implied by the commonly used expression that when
one identifies with a character, one sees from their point
of view. Mulvey and other theorists in film studies have
accounted for this process of identificatory looking by
referring to psychoanalytic theories of the early
construction of gendered identity. In contrast with
chodorow and Stern’s theories considered in 3.2.4, the work
of Freud and Lacan, the acquisition of language is taken as
a key moment in the formation of identity, language being
seen as male and patriarchal -- as Lacan puts it ’‘the law of
the Father’. Thus non-verbal areas of experience are
associated with the somatic stages of dependence on the

mother. Everything relating to what Freud called the

infantile state of polymorphous perversity -- the early,
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non-verbal, prelinguistic and bodily experiences before the
infant becomes aware of her or his separate identity and the
significance of their gender -- is seen as marginal to
dominant discourse, but a potential site of subversion of
it.

Ways of analyzing gender representations in cultural
forms that are developed from these psychoanalytic theories
have been warmly greeted by some but treated with suspicion
by others. It is now generally accepted that ideology works
unconsciously as well as consciously, and therefore that the
psychological and social factors that influence the
construction of identity also determine the way we respond
to representations of gender in cultural forms. What
psychoanalytic theories of gender representation offer are
ways of accounting for the connection between on the one
hand the latent structures and conventions in mainstream
work and on the other hand the dominant male point of view.
One criticism that is difficult to counter is the argument
that psychoanalytic theories subordinate cultural and
historical spheres to a trans-historical psychoanalytic
framework. However, as will be seen, some of the anti-
metaphysical ways in which some of these theories treat
aspects of the individual’s embodiment coincide with similar
interests in the work of radical and experimental artists.
Consequently, despite the above reservations, psychoanalytic
theories sometimes offer unusual insights into aspects of

experimental art work, particularly in relation to
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representations of gender and sexuality. The popularity of
psychoanalytic theories of gender representations in
cultural forms suggests that, although their detractors say
they are methodologically unsound and dangerous [52], to
their fans the dangers are perhaps fascinating.

In particular, this work is especially relevant to the
study of British new dance for two reasons. Firstly, the
idea that images of women in ballet are oppressive through
being almost inescapably made to address and service male
heterosexual desires recurs in the work of writers who are
concerned with new dance such as Christy Adair, Valerie
Briginshaw and Kay Lynn in England, and Ann Daly in the
United States [53]. Secondly these were influential ideas
for some intellectual British feminists working in the arts
during the 1970s, including new dance artists like Jacky
Lansley, Sally Potter and Rose English. Lansley refers to
the importance of feminist film theory in the editorial of
the first issue of New Dance magazine [54]. Rose English
applies Mulvey’s ideas about the fetishization of the female
body to an analysis of the image of the ballerina in her
article "Alas, Alack" in the first Women’s issue of New
Dance [55] (see 3.5.2). Following on from this, it is
argued in 3.5.4. that there is a significant amount of
common ground between the notion of marginality which has
been developed by feminists using psychoanalytic theory and
the view of bodily expression as marginal that has been held
by many British new dance artists. Both groups see the body

as a marginal site in which it is possible to subvert
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dominant logocentric ways of thinking. It was argued in the
first chapter that British new dance artists have developed
alternative ways of training and conceptualizing the body
which amounted to a politics of the body. What is therefore
developed in this chapter is a framework for identifying
aspects of new, experimental dance movements which have the
potential to challenge the socially constructed norms of the
modern male body established earlier in this chapter. This
is because these ways of moving have the potential of
uncovering the institutionalized defences through which men
repress the individual memories of developmental
insecurities.

Because aspects of these theories are controversial,
and the problems inherent in them not easily resolved, this
chapter has been organized so as to partially separate an
account of narrative identification from Freudian and
Lacanian accounts of the construction of gendered identity.
The underlying aim is to find non-reductive ways (that are
sensitive to social and historical contexts) of thinking
about the gendered gaze and the psychological mechanisms
that defend male norms. Therefore, the rest of this chapter
firstly considers the structures and conventions that act
defensively to limit the spectacle of the male body in
cultural forms. Secondly it examines theories of gender
representation that draw on Freudian and Lacanian
psychoanalytical concepts to propose a theory of

spectatorship. It concludes by looking at theories of
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marginality and subversion, and considers ways of analyzing
these which are not dependent upon some of the more
problematic parts of these psychoanalytic theories.

Thus section 3.4. is concerned with theories of
spectatorship, and looks at structures which defended images
of men from being looked at and objectified sexually, and
the extent to which the male point of view structures
narrative identification. Section 3.5 examines Freudian and
Lacanian psychoanalytic theories of the construction of
gender and of the body, and the way these have been applied

to the analysis of cultural forms.

3.4.2 THE GENDERED LOOK
John Berger, to substantiate his claim that the ‘ideal’
viewer is male, suggested a simple test. Take any painting
of a traditional female nude and, in your imagination, turn
the woman into a man;
then notice the violence which the transformation does.
Not to the image, but to the assumptions of a likely
viewer. [56]
Feminist painters like Sylvia Sleigh have gone one stage
further and painted nude portraits of men in poses that do
almost exactly what Berger suggested and draw on the
conventions of the traditional European female nude. The
intention is clearly to try to eroticize the spectacle of
the male body for the visual pleasure of a female spectator.

In some crucial ways, however, the men don’t look very

masculine. It is this problem of what happens when attempts
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are made to present the male body as a pin-up, that Richard
Dyer has addressed.

Dyer argues that images of men must appear active in
some way in order to appear in line with dominant ideas of
masculinity. Women in pin ups (and in nude paintings)
always avert their eyes from their viewers and acknowledge
them, thus allowing themselves to be surveyed as erotic
objects. Men in pin ups look out actively, often upwards,
barely acknowledging the viewer and thus resisting the
attempt of the viewer’s gaze to objectify them. Whereas
women are usually shown in passive poses, men are generally
shown caught in some sort of activity. Even if men are not
in action,

the male image still promises actively by the way the

body is posed. Even in an apparently supine pose, the

model tightens and taughtens his body so that the
muscles are emphasised, hence drawing attention to the

body’s potential for action. [57]

Dyer gives as one example of this a photograph by Cecil
Beaton of Johnny Weissmuller. In this Weissmuller’s naked
torso is placed among tropical vegetation suggesting his
role as Tarzan. He is posed with his body turning, resting
on his arms. He is caught in action with his body tensed,
and his eyes ’look up in a characteristic pose of masculine
striving’ [59]. It is these conventions which make images
of men look masculine. Where men are presented in images
without these conventions, their masculinity appears
unstable, but where the conventions are adhered to the image

resists being objectified and appreciated from an erotic

point of view.
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The compositional device of the raised and stressed
torso that gives Weissmuller the appearance of striving is
one that Michaelangelo used in many of his images of the
naked male body. The most famous example of this is the
image of Adam in the Creation of Adam section of the Sistine
Chapel ceiling. The way that the language of gestures in
theatre dance overlaps that of visual art is clearly
demonstrated by the use of this image by Balanchine in
Apollon Musagéte (1928) at the beginning of Apollo’s duet
with Terpsichore. Apollo’s previous solo, linking this with
the previous duet, ends with Apollo on his side on the
floor, resting on one leg and pushing his torso up with one
arm (characteristically striving). His other arm is raised
in mid air with one finger pointing. Terpsichore sidles
across the floor towards him on pointe but both are looking
away from each other. With her right arm she points up to
the heavens, while her left arm reaches down towards his
pointing hand and their two fingers touch. Just as
Michaelangelo’s God imparts the divine spark of life to his
Adam by touching his finger, so Terpsichore, the muse of
dance, gives Apollo divine inspiration with the same
gesture. He then turns round to face in her direction but
looks past her, upwards and during the duet his gaze
alternates between looking up and looking at his partner.
Dyer comments on the function of this upwards male gaze as
follows:

In the case where the model is looking up, this always
suggests spirituality: he might be there for his face
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and body to be gazed at, but his mind is on higher

things, and it is this upwards striving that is most

supposed to please. [60]

When Apollo does get to his feet to dance with Terpsichore,
she goes into a deep example of the ballet position called
arabesque, balancing on one leg with the other raised
behind, one arm forward and the other balanced behind.
Keeping all these limbs in the same position in relation to
one another, she bends forward from the waist; whereupon
Apollo picks her up around the waist and lifts her right up
and over his shoulder, so that she ends upside down and
facing away from him.

If the gaze is one area through which masculinity is
signified in ballet, then in the pas de deux or duet, the
appearance of strength and the ability to control women are
other important signs. In an important essay on images of
women in Balanchine’s choreography, Ann Daly (1986) has
indicated a number of ways in which Balanchine’s women (as
in the example of Terpsichore lifted by Apollo) appear
helpless and passive through being displayed in a vulnerable
and sexually demeaning way towards the audience. The
question of sexual and fetishistic components in the
spectator’s gaze is considered later in this chapter. It
would be simplistic to dismiss the pas de deux as no more
than an exhibition in which the female dancer is an object
to be manipulated. The actual practice of partnering and
lifting is one which requires a high degree of cooperation
between the male and female dancer, but the extent to which

the spectator is made aware of this varies between one duet
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and another, and between different styles and traditions.
Sarah Rubidge suggests that there are certain questions that
one can ask about the relationship implied in the pas de
deux:

How often does the male initiate the lifts? How often

is the woman used as a passive object? How often does

the male dancer, by touching a part of his partner’s
body, cause her to move? Does the female dancer
initiate movement in the male in a similar way? How
often do the partners bear each other’s weight equally
in a duet -- or trust their weight to their partner?

[61]

Another sign which Rubidge points out can contribute to the
representation of gender in the pas de deux is the dancer’s
use of space. In the grand pas de deux in Russian
nineteenth century ballets, each dancer has a solo pas.
Whereas, Rubidge points out, the male dancer traverses the
stage commandingly with spectacular jumps, the female dancer
performs much smaller and neater steps within a more
confined area: his spectacular jumps are thus one way in
which the male dancer can look strong, and thus be in line
with norms of masculine behaviour.

This is one example of many more general situations in
which social behaviour is a determinant of the conventions
which structure gender representations in theatre dance.
What is needed in general is a way of clarifying and
elucidating the links between theatre dance and gender-
specific social behaviour. The method of movement analysis
developed by Rudolph Laban and his followers offers a

vocabulary for observing and identifying ways in which dance

movement relates to social behaviour. There are two
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distinct traditions in which Laban Movement Analysis
(L.M.A.) has developed that are relevant to the analysis of
gender-specific movement: 1) observation of industrial and
managerial work [62] and 2) movement analysis for purposes
of anthropological and ethnographic research, most
importantly the coding sheet for Alan Lomax’s Choreometrics
project which Irmgard Bartenieff and Forrestine Paulay
developed as a framework for discerning cultural movement
style [63].

Laban’s own thinking on gender was stuck within the
predictable limits of a rigid polarization between
masculinity and femininity, reinforced by a tendency towards
essentialism. Warren Lamb, for example, using Laban-based
terminology, proposes that men generally use strong bound
effort while women generally use lighter, or free form
effort [64]. These are clearly useful terms in themselves
for use in refining observation of movements and for
characterizing them. The problem with this sort of
terminology is that it states differences in the form of
binary oppositions -- bound effort or free flow, indulging
or contending, advancing or retiring -- which thus
reinforces a polarized reading of gendered differences.
Bartenieff in comparison almost seems to avoid discussing
gender differences altogether, not even mentioning in her
discussion [{65] of Laban’s A and B scales (of movements
within the icosahedron shaped ’kinesphere’) the fact that

Laban associated the A scale with male movement and the B
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scale with female movement. There is as yet little work
using LMA that directly addresses in a substantive way
issues concerning gender-perceived registers of movement
within society. The example of LMA is nevertheless useful
in drawing attention to the breadth and subtlety of movement
behaviour within which gendered differences might be
detected. Signs of masculinity in movement are not just
confined to signs of strength, of dominance within the duet
and to commanding use of space, but are also to be
identified in qualities and directions of effort, in
tensions and counter-tensions, and in what Laban called
shadow movements -- tiny signs of underlying emotional
stress or preoccupations [66] -- which may qualify or modify
the way the main movement is interpreted.

Given, nevertheless that masculinity can be signified
through the appearance of strength, a distinction should be
made between the appearance of strength and actual signs of
physical effort. As Dolin observed:

The good (male) partner will always try to avoid any

appearance of hard work, however difficult it may be, and

believe me, often is. [67]

Within this gallant and chivalrous tradition the male dancer’s
role is almost rendered invisible. Generally, within the ballet
tradition introduced to Western Europe by the Ballets Russes and
continued in particular in Britain by dance artists such as
Dolin, the male role in the pas de deux tended to be
inconspicuous and uncontroversial. This is far from the
acrobatic and physically powerful style of male ballet dancing

that was introduced to the Western ballet world during the
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1950s through the Western tours of Russian ballet companies.
Dolin, writing in 1969 regretfully acknowledged that since
the first European performances by the Bolshoi Ballet in
1956 a new style of partnering had come into fashion:

It is of no use to be, and remain, old fashioned, but I

shall never reconcile myself to the current vogue of

executing the lovely classical adagios (pas de deux) of Swan

Lake and The Sleeping Beauty as if they were weight-lifting

contests. [68]

This more assertive and powerful style of partnering introduced
by the Russians is more in line with the norms of heterosexual
masculinity which dictate that men should appear strong and
should challenge the audience’s gaze. Where the appearance of
the male dancer during the duet is relatively inconspicuous and
gallant rather than controlling, he looks less masculine, and
this is a factor behind the unease that accompanies the idea of
men dancing on stage. For most of the twentieth century, the
construction of male roles in dance and ballet has generally
been overshadowed by the need to counteract this negative
image. The extent to which this has sometimes resulted in a
‘macho’ overcompensation -- of trying to prove that ballet

is tough really, or that modern dance is not soft like

ballet -- is considered in 3.4.6, and in the next chapter in
sections 4.3.4. and 4.5.3..

In whatever ways the male dancer’s strength is signified
or hidden during the pas de deux, the male partner’s gaze is
crucial in signifying his masculinity. He never acknowledges
the spectator’s gaze, and his own gaze is directed towards the

ballerina. As Adrian Stokes put it:
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Her partner guides and holds her. And he -- he then
watches her pas with upraised hand, he shows her off.
He has the air of perpetual triumph, and when the time
comes for his own variation he bounds, leaps, bounces
and re301ns the ballerina in the wings amid applause.
Such is the abstract of the pas de deux, the crux of
ballet. [69]
Anton Dolin gives a similar account:

He is there to focus attention upon her from their first
entrance until the last call is finished. [70]

This applies even when he is applauded:
following the adagio (pas de deux) the true ballerina
expects her partner to lead her on. ... (He) should
keep his whole attention on her and with obvious
admiration at what she has accomplished. He knows that
without him she could not have achieved such
perfection, but it is gentlemanly not to show it! [71]
By himself gazing at the ballerina, the male partner
identifies himself with the males in the audience and is in
turn available to be the bearer of their looks. Here, the
interplay of spectators’ and dancers’ gazes is not just
determining how the spectacle is interpreted, but creating a
sense of narrative.
3.4.3. NARRATIVE STRUCTURE AND AUDIENCE IDENTIFICATION
Recent work on film theory proposes that structures exist
within the way a story is told that make us identify with
particular characters, and, in mainstream cultural forms,
this identification is regulated to reinforce dominant
notions of masculinity and femininity. Drawing on Freud’s
theories of the development of the subconscious, this work
proposes that the way a spectator identifies with a
character on the screen is similar to the process Freud

attributes to day dreams: that they are an ideal,

invulnerable projection of the self (ego).
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Although a boy might know quite well that it is most
unlikely he will go out into life, make his fortune
through prowess or the assistance of helpers, and marry
a princess, the stories express the male phantasy of
ambition [72]
John Ellis has suggested that the psychological process
through which a spectator (of film) makes identifications is
both free and complex:
Identification is therefore multiple and fractured, a
sense of seeing the constituent parts of the
spectator’s own psyche paraded before her or him. [73)
Audience members may thus make quite complicated
identifications, not just women with women heroines, men
with male heroes. Spectators make similar identifications
when watching dance theatre. However, the process of
narrative effectively regulates the sort of free
identifications described above, so that they are made to
conform along the lines of socially defined and constructed
categories of male and female. When we identify with a
character in a story, we often say that we ’see their point
of view’, and it is literally how we see them that makes us
read the story from their point of view. Laura Mulvey, in
her essay "Visual pleasure and narrative cinema" proposes
that audiences have two different types of ways of looking
at narrative film (and theatre dance): a look with which
the spectator, caught up in the story, identifies with the
protagonist, and a more detached look of pleasure at visual
display, and that this is structured by the way characters

within the narrative look at each other.

Looking, as we have seen, is also gendered. It is
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Mulvey’s contention that film stories recount what men are
seen to do (thus advancing the narrative), but the (visual)
presence of women provides a spectacle that freezes the flow
of action. Women may be the cause of things that happen, or
they may be the reward which the film hero tries to win (the
film ending with the two of them living happily ever after).
But, she argues, the function of women in narrative is that
of an ‘erotic object for the characters within the screen,
and [an] erotic object for the spectator within the
auditorium’ [74]. As such, shots of women stop the flow of
narrative. The film audience looks from the male point of
view, and thus looks at the women in the film through the
way the men in the film look at them. The male hero or

protagonist is the bearer of the audience’s gaze.

3.4.4  IDENTIFICATION AND DANCE THEATRE

The narratives of ballets and modern dance do not generally
grip their audiences in the way that these films do. Theatre
dance generally consists of sections of display or spectacle
interspersed with little bits of narrative. 1In late
nineteenth century Russian ballets, the story line is advanced
through mime sections between the set dances, so that the
story temporarily interrupts the spectacle. 1In twentieth
century narrative choreography (eg Fokine, Tudor, Graham,
Limén), characterization has become more integrated into the
dance movement itself; narrative tensions are largely
expressed, worked out and resolved within choreographed

material. As has just been demonstrated, the pas de deux is a
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key area in which the narrative themes in the ballet are
worked out.

In a later essay [75] Mulvey relates narrative
structure in film to V. A. Propp’s work on the structural
analysis of folk tales in which ’princess’ represents a
desired reward for a prince (unmarried) and thus a
resolution of the narrative. This narrative structure in
which an unmarried prince (or equivalent) is seen to be in
need of a wife can be usefully applied to ballet stories.
Eric Aschengren [76] has pointed out that the stories of
Giselle and La Sylphide are told and resolved not from the
point of view of the eponymous ballerina’s role but from the
point of view of Albrecht and James. La Sylphide, Giselle,
La Peri, and Swan Lake are each about a man for whom there
are two women, one with whom he ought to settle down and
marry, and another, who is more romantic and unattainable,
and for whom he yearns -- a sylphide, a wili, a peri, or an
enchanted swan queen. The male heroes learn by the end of
the ballet that they cannot get what they want when the
object of their desire dies, and they end up older but
wiser. Albrecht, in the original version of Giselle, ends
up back with the woman he was initially meant to marry;
according to Theophile Gautier, Albrecht ends the ballet
'with his head resting on the shoulder of the beautiful
Bathilde who forgives and consoles him’ [77].

There are also, of course, narratives which have at
their centre a strong female character. In the romantic

melodrama, a common device is for such a central female
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character to be faced with a choice between two men. Mulvey
suggests that these deal with the dilemma of the central
female character torn between the socially acceptable role
of femininity and her desire to have an unacceptable but
more exciting lifestyle. She gives as an example the cowboy

film Duel in the Sun (1946), in which the main two male

characters represent the different sides of the leading
female character’s desires and aspirations. Examples in
ballet and modern dance of similar melodramatic triangles
with a strong central female lead include Antony Tudor’s

Pillar of Fire (1942) and to a lesser extent his Ljlac

Garden (1936), Cranko’s Onegin (1965), and a number of
Martha Graham’s pieces from the early 1940s including
Appalachian Spring (1944).

In each of these cases, the male character is seen from
the point of view of the central female character, but he
appears in ways that would not embarrass a male spectator.
The narrative conventions that underlie all these ballets
and dance pieces assume that the spectator watching the
ballet looks from a male point of view. This is not to
deny the possibility of an active female gaze, but to arque
that these more or less traditional narrative structures
limit and police the ways in which female characters (and

through them female spectators) can look at the male body.

3.4.5 PROBLEMS OVER THE DISPLAY OF THE MALE BODY
Problems arise where a male dancer is viewed in an erotic

way by the female character, or by a male one. As Steve
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Neale has suggested:

In a heterosexual and patriarchal society, the male

body cannot be marked explicitly as the erotic object

of another male look: that look must be motivated in

some way, its erotic component repressed. [78]

He argues that the problem lies within and must be resolved
through the narrative, usually through some sort of
punishment. Punishment generally must be seen to follow in
narratives where the central character goes against social
convention, and this applies also in the few mainstream gay
narratives in ballets. Women or men are not supposed to
look erotically at men. In the film Duel in the Sun Pearl,
the leading character comes to a tragic end, although
Scarlet O’Hara in the book and film of Gone with the wind
gets off more lightly for not repressing her desire for Rhet
Butler. Jocasta in Graham’s Night Journey (1947) comes to a
bad end for having desired Oedipus, as does he himself for
having been the erotic subject of her gaze. As Graham
Jackson (1978) points out ballets with gay narratives (in
which men are the erotic object of the male gaze) such as
Undertow (Tudor 1945) and Monument for a Dead Boy (Van Manen
1965) are only acceptable if they end tragically [79].

Neale proposes that the spectator’s look is an
investigative one, but that whereas women are constantly
under investigation, men rarely are:

women are a problem, a source of anxiety, of obsessive

enquiry; men are not. Whereas women are investigated,

men are tested. Masculinity, as an ideal, at least, is

implicitly known. Femininity is, by contrast a

mystery. [80]

Returning for a moment to the pas de deux, whereas the
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ballerina is displayed so as to be investigated by the male
gaze, the vigour and virtuosity of the male partner is
tested in his solo pas. One of the most extreme ways of
testing masculinity within a narrative is a fight. Neale
points out that one moment when the film audience are
allowed to look at men -- and specifically at male bodies --
as spectacle, is in the shoot-out of a Western film. These
are

moments of spectacle, points at which the narrative

hesitates, comes to a momentary halt, but they are also

points at which the drama is finally resolved, a

suspense in the culmination of the narrative drive.

[81]

Male sexuality is commonly associated with aggression and
violence, and Neale suggests that within the shoot-out there
are structures that stop or punish erotic display.

Following Paul Willemen, he argues that, in the films of
Anthony Mann, erotic looks by a male protagonist at another
man ’seem structurally linked to a narrative content marked
by sado-masochistic phantasies and scenes’ [82].

Neale further suggests that in Serge Leone’s Spaghetti
Westerns, the erotic component of the way the protagonists
exchange aggressive looks in gun duels is also recuperated.
This convention of exchanged looks is parodied through the
use of extreme and repetitive close-ups, and thus the way
that the film is edited makes the narrative start to freeze,
and spectacle take over:

By stopping the narrative in order to recognize the

pleasure of display, but displacing it from the nmale

body as such and locating it more generally in the
overall components of a highly ritualized scene. [83]
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Neale accounts for the more violent and sado-masochistic
elements of this display in psychoanalytical terms, and this
will be considered shortly. (Pumphrey’s comments on
masculine violence and the crisis of modernity considered in
3.2.3 offer an alternative account). Neale’s suggestion
that the fight is generalized and becomes a ritual has
immediate application to the way fighting is portrayed in
theatre dance.

There are choreographed fights in twentieth century
Russian ballets -- eg various versions of Romeo and Juliet,
and The Stone Flower -- and in American modern dance -- eg
Jacob’s struggle with Esau and with the angel in Robert
Cohan’s Hunter of Angels (1967), and in José Limén’s pieces
including The Moor'’s Pavane (1949). Men as fighters have
also been standard fare in American modern dance since Ted
Shawn’s early pieces (see 4.3.4.) and the more recent Troy
Game (1974) by Robert North. There are many more instances
of male dancers as warriors. For the seventeenth century
courtier fencing and dancing had much in common with one
another. Examples from the nineteenth century include the
Fighting Dancers or Tramagnini who are discussed in 4.2.2..
In twentieth century ballet there are warrior dances in
Fokine’s Polovtsian Dances (1909), and Spartacus (Jacobson
1956 & Grigorovich 1968). What is important to the current
discussion is the way that the theme of male violence can be
used as a guise for presenting a spectacle of the male

dancer’s body. Display of fighting movement clearly uses
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movement qualities which are appropriately masculine and
thus unproblematic for the male dancer. Formalized fighting
movements evoke a ritualized or ceremonial re-enactment of
fighting against a generalized and nonspecific ill. Where
the resulting abstracted image is not fixed in any
historical period, its modernity can suggest the future, or
some ideal, mythical beings out of time. This suggests
beings who are more intense, more energetic and more
physically aware than ordinary people -- such as the
audience. This rarified abundance makes them appear more
masculine than ordinary men. Furthermore, the ponderous
seriousness with which the potentially erotic power of the
male dancers’ bodies are displayed, may not always stop them
from becoming an object for pleasurable (sexual)
consumption, especially for female spectators. Ritualized
fighting movement at least maintains the appearance that
these are tough, heterosexual men, because, as Steve Neale
has suggested ’the male body cannot be marked explicitly as
the erotic object of another male look’.

By 1983 when Neale wrote this, changes were taking
place in the ways images of masculinity were being presented
in cultural forms; since the mid 1970s there has been more
and more exposure and eroticization of the male body. This
can be related to new consumerist attitudes towards the
body. Michel Foucault has proposed that there are ways in
which industrial production since the eighteenth century has
depended on manual labour and thus necessitated the

imposition of strict disciplines and controls on the working
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body. With the decline of the need for these sorts of
disciplines (with the decline by the 1970s of traditional
heavy and manufacturing industries in the West) the body,
Foucault’s argument continues, became available as a site
for new sorts of consumerist exploitation [84]. This view
offers interesting insights into the dance and exercise
booms in Europe and North America in the late 1970s and
1980s.

The film Saturday Night Fever (1978), cashed in on the
new popularity of dance and male concern for bodily
appearance. Early in the film, the importance for Travolta
of clothes is established: in one section the camera dwells
on John Travolta’s body as he dresses in front of a mirror.
Spectators are made to look at a male body in a way in which
they would previously only have investigated a female star.
Changes in the way the male body is displayed in the mass
media have accompanied changes in patterns of male
consumerism. A much commented on example of this was an
advertising campaign in Britain and the United States during
1986 for Levi 501 jeans which unashamedly eroticized the
male body. 1In one television commercial, a man (James
Mardle) gets into a bath wearing only his Jjeans; in another,
a man in a launderette (Nick Kamen) strips off down to his
shorts, putting all his clothes into a washing machine. As
Frank Mort points out:

Though Kamen stripped to his boxer shorts and white

socks and the ’bath’ began with a naked torso, it was

the display of the body through the product that was
sexy. Belt, button-flies, jeaned thighs, bottoms
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sliding into baths was what made the ads erotic, less
the flesh beneath. And so the sexual meanings in play
are less to do with macho images of strength and
virility (though these are certainly still present)
than with the fetishized and narcissistic display -- a
visual erotica. These are bodies to be looked at (by
oneself and other men?) through fashion codes and the
culture of style. [85] Emphasis in original

Suzanne Moore has argued that:
The new breed of images of masculinity would not have
been possible without two decades of gay and feminist
politics which advocated the idea that sexuality is
socially constructed rather than god-given and
immutable [86]

and that these new images allow women to look pleasurably at
images of men.

The codification of men via male gay discourse enables
a female erotic gaze [87]

Although Moore does not say so, the implication behind this
is that the way the male body has been codified via male
heterosexual discourse may sometimes work so as to actively
deny women from gazing pleasurably at the male body.

Both Mort and Martin Pumphrey relate these changes in
visual conventions to changes in consumer patterns. During
the nineteenth and through most of the twentieth centuries,
women were ‘urged to conceive of themselves as active
consumers’ [88]). Barbara Ehrenreich (1983) discusses ways
in which, since 1945, men have gradually become more active
consumers [89]. The generation of men coming of age in the
late nineteen seventies and eighties proved increasingly
responsive to commercial pressures to become active
consumers of fashion, thus throwing off older attitudes that
men should, as Pumphrey puts it, show ’‘an aggressive

indifference’ to clothes and avoid any sort of bodily

165



display. Neale says that the male body is feminized when it
is the object of an erotic look. Pumphrey doesn’t see this
as feminization but as a sign of shifts in social
definitions of masculinity, qualifying this by the fact that
these changes are ’'unevenly and erratically spread across
generational, class, economic, professional, ethnic and
regional divisions’ [90]. Nevertheless Pumphrey suggests
that changes in the codes that govern display of the male
body are signs of acceptance that masculinity, like
femininity is ’a thing of surfaces, not essentials’ [91],
and as such a threat to patriarchy’s ’natural’ right to
dominance. But when one examines these images, the
signifiers of male power in the male gaze and in the
appearance of male strength and dominance are unchanged.
Perhaps the only thing that has gone is the prudish
Victorian attitude that women could not possibly be
interested in the male body. The impact of these recent
changes in attitude towards male display are taken up in the

last chapter in relation to some recent choreography.

3.5 DANCE AND PSYCHOANALYTICAL THEORIES OF THE
CONSTRUCTION OF GENDER

3.5.1 INTRODUCTION

So far an account of the structural analysis of narrative
and the gaze in film has been considered in relation to its
applicability to the analysis of dance. It is, however, an
important part of the approach developed by Mulvey and
others that both film and social practice are constructed

within psychic mechanisms that form the patriarchal
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subconscious. Mulvey’s thesis, as we have seen, is that
film is read from a male point of view, and that while male
protagonists are actively involved in the narrative, women
slow up the narrative by presenting an erotic spectacle.
She further proposes that mainstream narrative film is
structured so as to satisfy male fetishistic desires as
these are described in Freud’s theories of the development
of gender and sexuality through the Oedipal stage.

This section considers Mulvey'’s use of psychoanalytic
theories along with Steve Neale’s work (which has already
been partly considered) and Rose English’s account of the
ballerina as fetish, both of which are developed from
Mulvey’s work. 3.5.4 considers the work of French feminists
[92] such as Julia Kristeva, Héléne Cixous and Catherine
Clément and 3.5.5 looks at the work of Klaus Theweleit. The
work in these first three subsections uses, in different
ways, Lacan’s thesis that the realization of sexual
difference is simultaneous with the child’s entry into
language. Theweleit and the french feminists concerns for
the status of the body in theory are, it is argued, relevant

to the study of dance.

3.5.2 QBJECTIFICATION AND FETISHIZATION

Mulvey uses psychoanalytic theory to distinguish between the
look of identification and the look of objectification,
basing her thesis on Freud’s theories and their development
by Lacan. She accounts for the look of identification by

referring to ’‘the mirror stage’ of the constitution of the
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ego: here the infant first recognizes her or his image in
the mirror and thinks it is more complete, more perfect than
her or his own body. This is supposed to structure future
identification with a hero as ego-ideal -- a process, as we
have seen in 3.4.3, that Freud ascribed to day dreaming.
From this, Mulvey extrapolates a theory of narcissistic
looking in film.

Mulvey connects the look of objectification with what
Freud called scopophilia. According to Freud, scopophilia
is one of the component instincts of sexuality ’‘which exist
as drives quite independent of the erotogenic zones’ [93].
This is an eroticized look motivated by a psychic need to
avoid reliving the moment when the male child first realizes
that the mother does not have a penis. The fact of having
seen that the mother lacks a penis, according to Freud,
evokes in the male child a castration complex. For the
adult male, eroticizing the act of looking at woman serves
the function of turning her into a fetish or penis
substitute. This makes up for her symbolic lack, and thus
the adult male avoids the trauma that her lack would
otherwise provoke. For Mulvey, scopophilia is linked to
fetishism.

Rose English (1980) sees the ballerina as a male fetish
without following up all the implications of Mulvey’s idea
of scopophilia. What she does take from Mulvey is the idea
that women’s bodies cannot be portrayed other than through

modes of representation which produce them as objects for
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the male gaze, and as the projection of male desires.
English draws our attention to the well known painting of a
scene in La Sylphide in which the sylphide appears beside
James who is dozing in a chair. In this, English suggests,
the way James’ hands are resting on his crotch in the fur of
his sporren, signifies that this is in fact a masturbatory
fantasy. This, she argues, is the hidden structure
underlying the narratives of Romantic ballets. In these,
English suggests, the ballerina is a ‘giant dancing phallus,
crowned with a tiara’ [94] and the pas de deux signifies
male masturbation. The ballerina’s use of point work turns
her into a phallic fetish: her leg is stiff, her feet end in
firm pink points, and the muscles in the whole leg are
expanded, hard and firm. The male partner holds and moves
her lovingly as if she were a penis. Thus, English argues,
the death of the ballerina in so many Romantic stories is
‘the point when she at last goes limp, being the orgasm of
the phallus that she represents in the fantasy of the hero’
[95]. English’s thesis is therefore that the image and
performance of the ballerina has been tailored to fit the
pattern of male genital stimulation and sexual desire [96].
English’s account does not entirely follow Mulvey’s theory
of fetishistic looking. Whereas English is concerned with
fantasy, Mulvey, following Freud, sees the motivation behind the
male gaze as a drive; this raises the question whether it is
innate or learnt. If a drive is taken to be innate, then
Mulvey’s theory is in danger of falling into ahistorical

essentialism. A drive can be seen as an appetite (such as
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an appetite for food) which needs to be satisfied: but
whereas an appetite may be instinctual, as Ethel Spector
Person points out, it has been argued that the method of
satisfying it is learned. The idea that sexual desire is
purely natural and instinctual, and not culturally
conditioned, would lead to the naturalization of sexuality
as normal. Person has pointed to the result of appetitional
and other theories of sexual motivation which propose a
social and cultural analysis of sexual motivation, and
suggests that ’‘the burden of proof must fall on proponents
of instinctual theory’. The implication of Mulvey'’s essay
is that scopophilia is innate, and consequently her theory
takes on a trans-historical character. Overall she betrays
a tendency to subordinate social and cultural spheres to a
rigid account of psychological processes (a tendency which

she nevertheless attempts to correct in a later essay [97]

3.5.3 PSYCHOANALYSIS AND NORMATIVE HETEROSEXUAL SEXUALITY

Steve Neale’s work on images of men has already been
considered. Where Neale’s work differs most significantly
from Mulvey’s theories, is in the way he attempts to make a
psychoanalytical account of a female as well a male gaze
(which Mulvey has herself attempted in later essays). He
suggests that men and women can both identify with a hero,
and thus wish to be in a position of assuming control of the

narrative. He also argues that images of both men and women
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can be the subject of a spectator’s look which can alternate
between narcissism and fetishistic looking. He supports
this by referring to Lacan’s account of the child’s entry
into language.

In Lacan’s work, the child’s realization of the
significance of his possession of a penis or her lack of it,
is taken to be the moment when the child becomes bound
within the symbolic order of patriarchy -- the world of
patriarchal law and language. In this approach the
unconscious is understood to be structured like a language.
Prior to this, the pre-oedipal child exists in a state of
polymorphous perversity which is outside and beyond
language. Neale argues that:

The acquisition of language is a process profoundly

challenging to the narcissism of early childhood. 1It

is productive of what has been called ’‘symbolic
castration’. Language is a process (or set of
processes) involving absence and lack, and these are
what threaten any image of the self as totally

enclosed, self-sufficient, omnipotent. [98]

By wishing to identify narcissistically with an omnipotent
hero (of either sex) the spectator makes an identification
which will cause her or himself to be aware of their own
inadequacy in comparison with this omnipotent position.

This will recall the memory of their infantile narcissistic
state and the challenge to this caused by their entry into
the Symbolic. The resulting anxiety about their own present
inadequacy, causes them to be subject to ’symbolic
castration’. This can then be compensated for through

fetishistic looking -- a fetishistic attachment to an object

imbued with sexual meaning. This disavows or makes up for
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the lack implicit in castration. Thus Neale proposes
the male body can signify castration and lack, can
hence function as the object of voyeuristic lOOklng,
insofar as it is marked as such -- an arm, a leg or an
eye may be missing, the body may be disfigured in some
way, or it may be specified as racially or culturally
other. The male body can be fetishized inasmuch as it
figures within a fetishistic image or inasmuch as it
signifies masculinity, and, hence, possession of the
phallus, the absence of lack. [99]
So what then is the difference, at this level of
significance, between the male and female body? For Neale
it is that the male body can be fetishized because it has a
penis, while the female body is fetishized ’against the
threat of castration it represents’ [100]. Like Mulvey’s
use of the concept of scopophilia, the problem here is that
Neale’s theory is seemingly trans-historical. It also (as
does Mulvey’s theory and the French feminist uses of
Lacanian theory considered next) depends upon a problematic
account of psychological development. Stern’s research
(which has already been mentioned in 3.2.4.) challenges the
idea that the formation of identity comes with the
acquisition of language. This doesn’t invalidate the
premise that the way the body is looked at in cultural forms
is determined by the social and psychological construction
of individual identity. The problem is how to account for
the psychological aspects of this construction, and what use

such an account might be for analyzing representations of

gender.
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3.5.4 FRENCH PSYCHOANALYTIC FEMINISM AND MARGINALITY

Lacan’s theories about the pre-oedipal state have also been
used by Julia Kristeva, Catherine Clément, Héleéne Cixous,
Luce Irigaray (and others working along similar lines in
France and the United States [101]) to propose a view of
femininity as that which is marginal to law, language and
the patriarchal order. For these French feminists, language
is male, and femininity therefore can not exist in language.
It can only be identified through that which is subversive
of, or resistant to language -~ the Symbolic -- and is a
memory of the pre-social, pre-linguistic, bodily experience
of polymorphous perversity -- the pre-Symbolic.

Héléne Cixous thus proposes that there is an ’écriture
féminine’ a female/feminine sensibility within women’s
writing which acknowledges physical and bodily qualities
that are denied in male writing [102]. Kristeva proposes a
semiotic chora which is similarly a residue of memories of
somatic stages, and is hence a site of opposition to
language, and the law of the Father. Thus psychoanalysis is
invoked to set desire and sexuality against rational,
intellectual discourse and, in the work of these French
feminists, to define a feminine desire and sexual pleasure
or ’jouissance’ [103]. This female sensibility is marginal,
breaks free from the bounds of language and disrupts and
exposes the patriarchal order. It is this marginal
aesthetic sensibility which is to be identified within the
work of feminist artists.

One problem with these French feminist theories is
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their emphasis on the female body as marginal to, but
subversive of, patriarchy; this runs the danger of
essentializing femininity and the body, whereas, as was
argued in Chapter Two, our experience of the beody is a
social and psychological construction. Christine Battersby
(104] has pointed out that the French word ’‘féminin’ does
not distinguish between female and feminine, and argues that
a major flaw in Lacanian and French feminist thought is the
resulting conflation of the biological and culturally
acquired characteristics associated with womanhood. Whereas
Kristeva has argued that Mallarmé or Artaud may write ‘like
a woman’, that is not the same thing as writing ‘’as a
woman’. The female/feminine is expressed in ‘écriture
féminine’ by emphasizing the irrational and pre-linguistic,
and it thus refers to the state before the development of
the ego. But this could be given a negative interpretation
as a state of incoherence and madness. As Battersby points
out:
A male creator credited with an oeuvre that is féminin
might retain his cultural significance while
celebrating non-entity; but a female viewed as
hysterical and ecstatic has to fight off a much more
mundane kind of cultural nonentity. [105])
Some radical feminists and lesbian artists however might
argue that they would expect to be dismissed in this way by
mainstream audiences; the British choreographer Emilyn Claid
has made this point and said that she finds the ideas about

the female body developed by Cixous inspirational for her

own practice [106].
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The other substantial problem is that for any
communication to be possible, the communicator and receiver
must necessarily have developed beyond the pre-Symbolic into
the Symbolic. To what extent can any écriture féminine or
semiotic chora that is grounded in the pre-Symbolic
therefore be possible? Thus, as Janet Wolff points out, the
pre-Symbolic state remains untheorizable, although Wolff
nevertheless agrees with the French feminist proposition of
'the crucial link between language and patriarchy, and of
the linguistic constitution of the patriarchal regime’
[107]. The idea of the body as a marginal site of
opposition to language, is one that is potentially useful in
understanding how gender representations work in theatre
dance. While not resolving the epistemological problems
concerning the untheorizable nature of somatic experiences,
Ann Daly’s observations (see 3.2.4.) about the way the
concept of the pre-verbal marginalizes movement and dance
are useful here. Following Stern, she argues that the
infant develops a sense of self through non-verbal bodily
communication before she or he develops any awareness of
language. This means that some of the sorts of bodily
expression and experience to which French feminists refer
can still be thought of as marginal without needing to be
considered grounded in the somatic. These early stages of
infantile development are also, following Chodorow (again in
3.2.4.) ones in which awareness of the body and its
boundaries differs for the male and female child. This view

of infantile development departs radically from Freudian and
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Lacanian theories. Within the latter, the Mother can
sometimes become a castrating ’‘monstrous female’ -- in
Freud’s essay on Leonardoc and Kristeva’s on Bellini [108],
both artists suffered psychic harm at the hands of their
mothers. Chodorow implies that we should look for the
source of the problem in the structure of society as a whole

rather than blaming individual mothers.

3.5.5. BOUNDARY-LESSNES MA \"
INSECURITIES

Klaus Theweleit’s account of the violence of male sexual
fantasy is based on the idea that men fear and hate the
repressed memory of the monstrous-feminine. 1In Male
Fantasies (1987) [109] he sets out to analyze the
connections between fascism and the violent and misogynist
fantasies of a particular group of German soldiers (members
of the Freikorps) in the 1920s. He identifies in the
fictional and autobiographical writings of the Freikorps a
fear of women’s sexuality. Women are associated with floods
and inundation. Theweleit argues that the boundary-less
floods of the blood of the communist women these soldiers
kill is associated with their original polymorphously
perverse relation with their mothers. Sexual desire is
traumatic for men as it recalls the pre-oedipal state which
was boundary-less, since, Theweleit argues, white Western
heterosexual masculinity is structured by oppressive
(oedipal) boundaries. He thus repudiates the orthodox

Freudian model of infantile development, taking up instead
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the more libertarian ’anti-oedipal’ theory of Deleuze and
Guattari (1983). Theweleit, in rejecting Freudian
orthodoxy, cites several psychoanalysts concerned with
objects relations whose work has also influenced Chodorow
[110]. His account of the violence of male sexual fantasy
is thus based on a similar view of infantile development to
that of Chodorow. Both believe that men disavow the
repressed memory of their infantile dependence on their
mother. Men’s fear of women, and of the aspects of their
identity that might be described as feminine, is derived
from the conflictual and problematic nature of male
embodiment within patriarchal culture.

Theweleit identifies in the writings of the Freikorps
soldiers, a parallel between radical left-wing political
ideas which represent a dissolving and removal of capitalist
political structures (which contain and maintain Patriarchal
society), and sexual pleasures that threaten to overwhelm
and dissolve the boundaries of the male body. The soldier’s
protective psychological ’‘body armour’ functions as a dam to
stop the flow of pleasurable sensation from ’‘a (female)
interior and a (male) exterior’ [111].

For the soldier-male dam, none of the streams we’ve

mentioned can be allowed to flow. (...) not a single

drop can be allowed to seep through the shell of the
body. One little drop of pleasure -- a minute flyspec

on the wall of a house, or a single escapee from a

concentration camp -- threatens to undermine the whole

system (the system of dams). Those drops are more than
mere metaphors; they are harbingers of imminent defeat

(Ywe’re going under"). [112]

Thus personal sexual fears and public political ones are
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linked by the same fear of boundary-lessness. Theweleit
names these fears fascist: the politics of fascism and
violent male heterosexual fantasy both being dependent upon
the maintenance of tight physical boundaries. For
Theweleit, radical therapies suggest the most suitable way
of treating fascist soldiers.

Theweleit sees fascism not merely as something
restricted to German people during the Nazi era, but as a
tendency in all men, even in up-tight, left wing
intellectuals like Bertold Brecht [113]. The only male
individuals whom Theweleit considers free from fascist
tendencies are schizophrenics. His thesis thus builds on
the work of radical psychotherapists like Willhelm Reich who
have sought to identify the psychology of fascism [114]. As
one might therefore expect he goes on to use theories
developed by Reich and later radical therapists to criticize
the embodiment of ’‘normal’ male sexuality. As Alice Kaplan
has suggested Theweleit’s writing evokes the idea of a 1970s
style therapy group with Theweleit as leader to which

he has gathered together from outside time a few
fascist terrorists, uptight left-wing intellectuals,
and boundaryless psychotics. [115]
Chris Turner and Erica Carter [116] similarly place
Theweleit’s book within the emerging political
counterculture of the 1970s in Germany: the green movement,
gay politics, feminism and male responses to feminism, etc..
They argue [117] that the many contradictions and

ahistorical generalizations within his book, its refusal to
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develop a single, rational academic-style thesis, relate to
a new developing political praxis:
Any forced coalition of, say, feminism, with other
subcultural and countercultural movements denies the
very assertion of difference by which these differences
are constituted. A text which, like Theweleit’s,
acknowledges the materiality (in both senses of the
word) of the body, and the significance of that
"micropolitical force" which, for Guattari,
"constitutes the true fabric of history", acquires
effectivity, not through the objectification and
mastery of its objects in scientific discourse, but
through its associative coupling with already existing
objects of desire in the socio-political field. [118]
Turner and Carter are identifying in Theweleit’s book the
emerging praxis of radical pluralism that for some on the
left now seems to offer a possible alternative to
hierarchical patriarchy. Instead of asserting and
discriminating on the grounds of difference -- black/white,
female/male, heterosexual/homosexual -- a new cultural and
political order (an openness to anti-oedipal flow) would
need to acknowledge differences and celebrate heterogenous
desires. Theweleit proposes that this can only come through
deconstructing dominant white Western male (hetero)sexuality
by acknowledging the sensuous materiality of the body.
Theweleit’s work nevertheless presents an extremely
depressing view of ‘fascist’ male images of woman as
monstrous and threatening. His unpalatable conclusion that
all men are ’‘fascist’ and hate women offers a possible
explanation for the objectification of women in the sorts of
helpless and demeaning positions that occur in some ballet

pas de deux. Whereas for Mulvey and Neale, the female body

is fetishized to disavow lack, the implication of
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Theweleit’s work is that the violence implicit in this kind
of display is motivated by fear and hatred of feminine
softness and boundary-lessness. Where representations of
the male body are concerned, the studied dullness of male
appearance since the mid nineteenth century -- what
J.C.Flugel called ’‘the great male renunciation’ -- need not
necessarily be interpreted as a response to homophobic
pressures. Instead, men’s indifference to and avoidance of
bodily display might be seen as a way of denying women the
possibility of pleasurably gazing at men, and as part of a
need to resist and not give in to the threat posed by women.
Theweleit’s emphasis on the body and therapy is one
which can also be found in some of the fringes of
experimental dance in Britain in the 1970s (see 5.2.1). It
is in this context that various forms of experimental
movement research including contact improvisation developed.
He also points to the possibility of representations of
masculinity that are problematically extreme or that
transgress the limits of social convention: for example
Theweleit’s theories can be used to account for ways in
which extreme male violence is presented as so grotesque as
to be beneath humanity (in DV8’s Dead Dreams of Monochrome

Men in 5.6.5. or Surabaya Johny in 5.7.4., or instances

where the spectre of male failure is presented in Frank in
5.4.2. and Are You Right i ? i ? in
5.3.3.). Here, as in the other accounts considered in this
chapter, the body is seen as a site of potential subversion.

What is being subverted through representations of abject
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masculinity is the idea that masculinity is an

unproblematic, unquestioned norm.

3.5.6 MARGINALITY AND MOVEMENT RESEARCH

Whether one accepts the French feminist view or that derived
from Chodorow, Daly, and Stern, three things follow.
Firstly, the sorts of non-verbal, bodily communication that
are the primary means of expression in theatre dance are
marginal to verbal language. Secondly verbal language is
associated with patriarchy and is the privileged mode of
communication in our society. Thirdly, non-verbal bodily
experiences are associated with femininity and the mother’s
body, and are problematic for the male child (either because
of the repressed memory of the Freudian 'monstrous female’
or, following Chodorow, because of the conflictual and
problematic nature of the male child’s early separation from
the mother).

As was argued in Chapter Two, the relationship between
the (gendered) body and language determines how
representations function in theatre dance. It is for this
reason that it is worth exploring the common ground between
the French feminist view of knowledge about the body, the
phenomenological theory about the reception of dance
proposed by Sheets-Johnstone (see 2.5.2.), and the theories
underlying the work of dancer teachers Mary Fulkerson, Steve

Paxton and others involved in new dance research (see 1.5
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and 4.4.). For the French feminists considered above the
experiences of embodiment are resistant to and indefinable
in language, and subversive of dominant forms of social
knowledge. For Sheets-Johnstone it will be recalled, the
import of dance is the dance itself, and attempts to
describe or label it can only amount to unhelpful
approximations which reduce the specificity of the actual
experience of watching or performing the choreography.
Fulkerson (see 1.5.) has written that the knowledge of the
body that comes from stillness is different from the way the
body is conventionally conceptualized and discussed in the
modern Western world. Fulkerson sees bodily experience as
being beyond verbal description, and even subversive of it.
She suggests that ’‘thoughts that arise genuinely from
stillness are not explainable in words’ [119] although they
can be remembered by verbal ’‘images’ that describe
particular starting pecints for movement work. She also
points out that anatomy is ‘traditionally taught by
examining structures such as bones, muscles, ligaments,
nerves’ whereas:

When the body functions, however, these separations do

not exist and it 1is more productive to allow

feeling and sensation to attend an image that crosses

these categories and directs attention to involve the
whole body. [{120]

Where theatre dance is concerned, Fulkerson distinguishes
between work that is ’trying to be like’ something else and
work which is ’just trying to be’. Although work that is
'trying to be like’ can be pleasing through being familiar,

it doesn’t interest Fulkerson:
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It is the work that tries "to be" which puzzles, angers,
moves, challenges me and keeps my attention. [121]

ana It is difficult to accept a thought that is unrecognizable
because one does not know when one has such a thought.
[122]
Hence Fulkerson is advocating a radical approach that tries
to break through the limitations of verbal language into the
area of non-verbal bodily expression. In her teaching she
is concerned with types of movement research that see bodily
expression as beyond verbal description and subversive of
it. For her, experimental dance is an area in which dancers
uncover ideas which are not restricted by words, nor by a
logocentric tendency in our society which makes us unaware
of our bodily potential. As Cynthia Novack [123] has
pointed out, Fulkerson’s ideas were an important early input
in the development of Contact Improvisation, and there are
similarities between Fulkerson’s ideas on movement research
and training and those of Steve Paxton (considered in 4.4.).
What is therefore relevant to analysis of representations

in dance is the view all the above share of the potential of

the body as a marginal site of opposition to language.

3.6 ONCI.USION

This chapter has been concerned with the social construction
of masculinity and of the modern male body which has been
characterized as conflictual and contradictory. It has
further been proposed that the gendered registers of non-

verbal social behaviour determine the conventions through
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which gender is represented in dance. It has been argued
that the instabilities in male identity, that were
identified in the earlier parts of the chapter, result in
restrictions on the ways in which the male body appears in
cultural forms including dance. What is at issue is not
that men should not be looked at but how they are supposed
to appear when they are the object of a spectator’s gaze.

Three different theories have been considered that
offer accounts of the restrictions on how male dancers
should be looked at by men -- one based on homophobia, one
derived from Freudian and Lacanian psychoanalytic theory,
and one derived from object relations theory.

Homophobic pressures dictate that men should do nothing
to draw attention to themselves. Thus men should uphold a
particular reserve in the area of male emotional expression
and personal display. As Pumphrey puts it men should be
aggressively indifferent to what they look like and silently
avoid any sort of bodily display. The kinds of
expressiveness that are involved in male dance can infringe
upon notions of male inexpressive reserve. The next chapter
considers ways in which a lack of expressiveness by male
dancers characterizes representations of masculinity and
class in some recent Western theatre dance traditions.
Homophobia is also relevant to this study not just because
many male dancers in the twentieth century have been gay,
but, as Sedgwick argues, because of the nature of homosocial
bonding in our society. Dance, because it uses the body as

its primary means of expression, is precariously situated in
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relation to the always-already crossed line between
homosocial bonding and homosexuality. The sorts of
expressive behaviour that are involved in dancing are often
not those which men are supposed to be involved in.

Representations of masculinity are essential to the
many ways that men understand their relationship with the
world of men. Through these, men continually recreate their
sense of identity in a process of comparing their sense of
self with society’s image of masculinity, against which this
self-image is measured. Salient to this process is the
initial separation and differentiation from the mother. We
have looked at two psychoanalytic accounts of this process
which in different ways offer explanations of anxiety at
display of the male body.

In accounts based on Freudian and Lacanian theories,
the taboo about looking pleasurably at the male body is
explained in terms of the potentially castrating power of
the male spectator’s look which feminizes the object of his
gaze into a fetishized Other.

Chodorow’s account is within the tradition of object
relations theory. According to Chodorow, the processes
through which gendered identity is formed lead to a greater
sense of distinctness and separateness in men than in women.
She argues that men institutionalize their defences against
those areas of experience which provoke a sense of
insecurity in relation to developmental conflicts. Both she

and Theweleit point to the importance for men of strong
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bodily boundaries as defences against internalized male
developmental conflicts. Chodorow and Theweleit’s
approaches to questions of male identity suggest a
theoretical position from which to analyze the use of
contact improvisation and other movement research by male
dancers: these types of dance can explore a looseness and
fluidity around the body’s boundaries which suggests their
provisional nature, and their impermanence, in ways that can
bring to the surface male developmental conflicts concerning
separation (see 3.2.4).

How the relation between the body and verbal language is
conceptualized is crucial to an understanding of the nature
of dance as a representational practice. Both these
psychoanalytic accounts of the formation of gendered
identity see the body as marginal to language. For the
French feminists the body is marginal to Patriarchal
language because of the suppressed somatic memory of the
polymorphously perverse relationship with the pre-Symbolic,
maternal body. Ann Daly, following Stern, suggests that the
development of non-verbal bodily communication comes during
extremely early, but not somatic, stages of the development
of the infant’s sense of identity. The body, and bodily
experiences are marginal either, following Kristeva and
Cixous, because they are the repressed memory of the
somatic, or, following Chodorow, because men
institutionalize defences against their developmental
conflicts. Both accounts see non-verbal communication as

marginal to verbal language in Patriarchal society. The
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sorts of experiences mediated through non-verbal channels of
communication, including those through which dance
communicates meanings, are outside of, and generally
considered unimportant in comparison with, verbal
patriarchal discourse.

Correspondences have been observed between the view of
the body found in French feminist theory, the writings of
dancers involved in new dance movement research, and a
phenomenological view of dance. The conclusion drawn from
this is that the ways in which the body is presented in
British new dance make the body a potential site where
dominant forms of knowing and understanding the body can be
subverted or overturned. Because representations of
masculinity in theatre dance use an expressive range that is
within the marginal area identified above with the feminine
sensibility, these have the potential to disrupt and expose
the repressed memories of male developmental conflicts.
Critical or subversive representations of masculinity in
theatre dance that are expressed in an avant garde aesthetic
may thus be marginalized by, but potentially subversive of,
the privileged discourses of dance.

Some aspects of psychoanalytic theory, such as Mulvey’s
concept of scopophilia and fetishism and Lacan’s concept of
the Symbolic and the Pre~Symbolic are not used to analyze
dance in the rest of this study, although references are
made to Chodorow and Theweleit’s work. By separating the

structural analysis of the act of looking developed in these
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theories from their psychoanalytic aspects, what is proposed
is a view of spectatorship in dance based on the gendered
nature of the gaze, on identificatory looking and the
pleasure of surveying the spectacle. Where theatre dance is
concerned, conventions have developed about the ways in
which male dancers look actively and refuse to acknowledge
or be controlled by the challenge of the audience’s ga:ze.
Serious male dance in the theatre has been largely developed
in the twentieth century by heterosexual women and
homosexual men. The ways in which they have been able to
present the male body have been limited and policed by
visual and narrative conventions which enforce the male
gaze. Chapter Five examines some of the problems that have
restricted new dance choreographers including female and
homosexual male choreographers from being able to express
their marginal points of view. Since the late 1970s, the
conventions surrounding the male gaze seem to have shifted
somewhat, so that it has become acceptable for the male body
to be seen to be the object of a female erotic gaze as long
as this acknowledges the power of the male body. But the
ways in which masculine power itself is represented have
remained largely unchanged -- a man’s appearance still, as
John Berger puts it, ‘suggests what he is capable of doing
to you or for you’ [124].

In theatre dance, the acceptable male dancer is,
following this line of argument, one who, when looked at by
the audience, proves that he measures up to supposedly

unproblematic male ideals: he looks actively at his female

188



partner or upwards in an uplifting way; he appears powerful,
uses large, expansive movements; he controls and displays
women dancers in duets. Some or all of these conservative
qualities are identified, in Chapter Four, in the work of
Shawn, Graham, North, Tetley, Cunningham and in the
legendary bravura aspects of Nijinsky’s performances. It is
argued, however, that choreographers may in some instances
be able to take advantage of their marginal position to
produce work which challenges dominant norms of gendered
. behaviou