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Abstract 
 

 

This thesis is an empirical study into the experiences of young male dancers, aged  
11-18 years, in the north west of England who, outside of their secondary schools, 
attend private-sector dance schools for tuition in one or more dance genres such as 
ballet, ballroom/latin-american, contemporary, jazz, tap and urban dance. Its prime 
focus is to explore the ways in which these young dancers contest the two dominant 
²ŜǎǘŜǊƴ ŘƛǎŎƻǳǊǎŜǎ ǘƘŀǘ Ǉƻǎƛǘƛƻƴ ŘŀƴŎŜ ŀǎ ŀ ΨŦŜƳƛƴƛƴŜΩ ŀŎǘƛǾƛǘȅ όŜΦƎΦ {ŀƴŘŜǊǎƻƴΣ 
2001; Stinson, 2001; Risner, 2002a; Gard, 2003) and males who dance as subject to a 
homosexual presumption (e.g. Rodgers, 1966; Grant, 1985; Hamilton, 1999; Risner, 
2007). 

 

Data were generated from semi-structured interviews with 26 male dancers, 4 
parents, 6 teachers and 4 dance policymakers / administrators. Explored through 
the theoretical lens of ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅ ǘƘŜƻǊȅΩΣ ŎƘŀǊŀŎǘŜǊƛǎŜŘ ōȅ ŀ ǎƻŦǘŜƴƛƴƎ ƻŦ 
masculinity and an erosion of homophobia (Anderson, 2009), data were analysed 
thematically (Braun and Clarke, 2006). Findings suggest that most male dancers 
continue to experience bullying, marginalisation and stigmatisation, especially 
from their male peers in secondary schools, where orthodox forms of masculinity 
proliferate still. 

 

²ƘƛƭŜ Ƴȅ ŀƴŀƭȅǎƛǎ ŦƛƴŘǎ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅ ǘƘŜƻǊȅΩ ƛƴŀŘŜǉǳŀǘŜ ǘƻ ŜȄǇƭŀƛƴ ǘƘŜ ƭƛǾŜŘ 
experiences of most of these young male dancers, I nonetheless find much value in 
ǘƘŜ ǊŜƭŀǘŜŘ ŎƻƴŎŜǇǘǎ ƻŦ ΨƳŀǎŎǳƭƛƴŜ ǊŜŎǳǇŜǊŀǘƛƻƴΩ όIŀƴǎŜƴΣ мффсύ ŀƴŘ ΨƘŜǘŜǊƻǎŜȄǳŀƭ 
ǊŜŎǳǇŜǊŀǘƛƻƴΩ όaŎ/ƻǊƳŀŎƪΣ нлмнύΣ ǘƘŜǎŜ ōŜƛƴƎ ƛŘŜƴǘƛǘȅ-management techniques 
adopted by some males who transgress heteromasculine boundaries. Drawing on 
these 2 concepts, I pinpoint 6 strategies employed by boys to shore up their 
masculine and/or heterosexual identities: professing attraction to females; acquiring 
ŀ ΨǎǇƻǊǘȅΩ ōƻȅ ƛŘŜƴǘƛǘȅΤ reconceptualising ŘŀƴŎŜ ŀǎ ŀ ǎǇƻǊǘΤ ƻǇǘƛƴƎ ŦƻǊ ΨŎƻƻƭΩ ŘŀƴŎŜ 
genres; acquiring popularity through dance and, finally, the policing of movement 
and choreographic practices. I find that by employing some, most or all of these 
recuperative techniques, boys are able to contest the aforementioned dominant 
discourses - that dance is for females (via masculine recuperation) and that boys 
who dance are presumed gay (via heterosexual recuperation). 

 

!ǘǘŜƴǘƛƻƴ ƛǎ ŀƭǎƻ ƎƛǾŜƴ ǘƻ ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ŘŀƴŎŜ ƛƴ ǘƘŜƛǊ ǎŜŎƻƴŘŀǊȅ schools. I 
conclude that while ostensibly a prescribed component of the P.E. curriculum (at 
YŜȅ {ǘŀƎŜ оύΣ ŘŀƴŎŜ ŎƻƴǘƛƴǳŜǎ ǘƻ ōŜ ƳŀǊƎƛƴŀƭƛǎŜŘ ŀƴŘ ŎƻŘŜŘ ŀǎ ŀ ΨŦŜƳƛƴƛƴŜΩ ǎǳōƧŜŎǘ 
and one delivered mostly by non-specialist, female teachers - a problematic, 
discursive and material (re)production of gender normativity. Attempts to woo boys 
into dance via heteronormative schemes of work in schools or through external 
ƛƴƛǘƛŀǘƛǾŜǎ ǎǳŎƘ ŀǎ ΨProject BΩ ŦǊƻƳ ǘƘŜ wƻȅŀƭ !ŎŀŘŜƳȅ ƻŦ 5ŀƴŎŜΣ ŀǊŜ ŀƭǎƻ ŘŜŜƳŜŘ 
problematic in their gender essentialism. Furthermore, the philosophy of dance 
ŜŘǳŎŀǘƛƻƴ ƛƴ ǎŎƘƻƻƭǎΣ ƻƴŜ ǘƘŀǘ ǇǊƛǾƛƭŜƎŜǎ ΨǇǊƻŎŜǎǎΩ ƻǾŜǊ ΨǇǊƻŘǳŎǘΩΣ ŘƻŜǎ ƭƛǘǘƭŜ ǘƻ ŦƻǎǘŜǊ 
ōƻȅǎΩ ŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ ŘŀƴŎŜΦ ¢ŀƪŜƴ ŎƻƭƭŜŎǘƛǾŜƭȅΣ ǘƘŜǎŜ ŦƛƴŘƛƴƎǎ ŀǊŜ ŀ ŎŀǳǎŜ ŦƻǊ 
concern as well as a call to action. 
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By furthering our understanding of how young male dancers contest the dominant 
discourses that pertain to dance and masculinity, this thesis contributes to 
knowledge in the fields of both dance and education, the former still hitherto under-
ǊŜǎŜŀǊŎƘŜŘ ƛƴ ǘƘŜ ¦YΣ ŜǎǇŜŎƛŀƭƭȅ ƛƴ ǊŜƎŀǊŘ ǘƻ ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴ 
and training in the private sectorΦ Lƴ ŘǊŀǿƛƴƎ ǳǇƻƴ ǘƘŜ ŎƻƴŎŜǇǘǎ ƻŦ ΨƳŀǎŎǳƭƛƴŜ 
ǊŜŎǳǇŜǊŀǘƛƻƴΩ όIŀƴǎŜƴΣ мффсύ ŀƴŘ ΨƘŜǘŜǊƻǎŜȄǳŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴΩ όaŎ/ƻǊƳŀŎƪΣ нл12), I 
illuminate how young male dancers re-inscribe their masculinity, and heterosexuality 
if appropriate, by their deployment of various recuperative strategies - findings that 
are apt, novel and original to the sociology of dance in England. 
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Chapter 1  Introduction 
 
 
 

1.1 A personal preface 
 

Although it was a long time ago, 1969 in fact, I remember the day with startling 

clarity because that day I took, quite literally, my first formal step into dance, so 

beginning a lifelong passion for the art form and the foundations of a fulfilling 

career in the arts and education. I recall standing, apprehensive but excited, at the 

Ŧƻƻǘ ƻŦ ǘƘŜ ǎǘŀƛǊǎ ƭŜŀŘƛƴƎ ǳǇ ǘƻ ǘƘŜ ŘŀƴŎŜ ǎŎƘƻƻƭ ŎŀƭƭŜŘ Ψ{ǘǳŘƛƻ ффΩ ƛƴ Ƴȅ ƭƻŎŀƭ ǘƻǿƴ 

of wŀǿǘŜƴǎǘŀƭƭΣ ŀ ŘǊŀō ΨƳƛƭƭ ǘƻǿƴΩ ƛƴ 9ŀǎǘ [ŀƴŎŀǎƘƛǊŜΦ L ǿŀǎ ƴƛƴŜ ȅŜŀǊǎ ƻƭŘΦ 

 

 

Earlier that week I had spotted an advertisement in our local newspaper for 

ŎƘƛƭŘǊŜƴΩǎ ōŀƭƭǊƻƻƳ ŀƴŘ ƭŀǘƛƴ-american dance classes starting there and quite fancied 

the idea of learning to dance. I was not from a family of dancers, nor were we in any 

ǿŀȅ ΨŀǊǘȅΩΤ ǿŜ ǿŜǊŜ Ƨǳǎǘ ƻǊŘƛƴŀǊȅ ǿƻǊƪƛƴƎ-class folk whose home was a tidy house 

on a post-war council estate. I lived with my mother, Mary, who ran a market stall, 

and my father, Robert, (known to everyone as Bob), who worked in a footwear 

factory. Attending a local state primary school, I enjoyed English and anything 

bookish, but I abhorred team sports; hopeless at football and cricket, I was always 

ǘƘŜ ƭŀǎǘ ǘƻ ōŜ ΨǇƛŎƪŜŘΩ ŦƻǊ ŀ ǘŜŀƳ ς a humiliating weekly ritual that only served to sap 

further what little physical confidence I had. 

 

 

It was little wonder then I told no one at school of my desire to dance - except for 

my good friend, Nigel. Boys like me who were no good at sports were mostly 

invisible and marginalised there. That said, I had done well academically - until Year 
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Six - ǿƘŜǊŜǳǇƻƴ LΩŘ ŜƴǘŜǊŜŘ aǊ DΩǎ Ŏƭŀǎǎ ŀƴŘ ōŜƎǳƴ ǘƻ ǎƛƴƪ ǿƛǘƘƻǳǘ ǘǊŀŎŜΦ L ƘŀŘ 

never had a male teacher before and unlike many of my peers who were in school 

ǎǇƻǊǘǎ ǘŜŀƳǎΣ L ŎƻǳƭŘƴΩǘ ŦƛƴŘ ŀƴȅ ŎƻƳƳƻƴ ƎǊƻǳƴŘ ǿƛǘƘ ά{ƛǊέΣ ŀƴ ŀǾƛŘ ŎǊƛŎƪŜǘ Ŧŀƴ ǿƘƻ 

ǇƭŀȅŜŘ ŦƻǊ ǘƘŜ ǘƻǿƴ ǘŜŀƳΦ ! ŘŜŜǇƭȅ ǳƴƘŀǇǇȅ ȅŜŀǊ ŎǳƭƳƛƴŀǘŜŘ ƛƴ Ƴȅ ΨŦŀƛƭƛƴƎΩ ǘƘŜ ммҌ 

examination ς a shock to my parents and my previous teachers who had predicted I 

would άǿŀƭƪ ƛǘέ to the local state grammar school. Surprised and bewildered, my 

mother saw the Headmaster, who like Mr G, was a keen sportsman and ran some of 

ǘƘŜ ōƻȅǎΩ Ŧƻƻǘōŀƭƭ ŀƴŘ ŎǊƛŎƪŜǘ ǘŜŀƳǎΦ IŜ ǘƻƭŘ ƘŜǊ ǘƘŀǘ ǿƘƛƭŜ Ƴȅ ǎŎƻǊŜǎ ǿŜǊŜ 

άōƻǊŘŜǊƭƛƴŜέ L ƘŀŘƴΩǘ ǎŜŎǳǊŜŘ ǘƘŜ ƻǘƘŜǊ Ǿƛǘŀƭ ŜƭŜƳŜƴǘ ς his recommendation to the 

11+ admissions panel. ά²Ƙȅ ƴƻǘΚέ enquired my mother. ά.ŜŎŀǳǎŜ L ŘƻƴΩǘ ƪƴƻǿ ƘƛƳέΣ 

ŎŀƳŜ ǘƘŜ ōƭŀǎŞ ǊŜǇƭȅΦ hƴƭȅ ǘƘŜƴ ŘƛŘ L ǊŜŀƭƛǎŜ ǘƘŀǘ ƴƻǘ ōŜƛƴƎ ΨǎǇƻǊǘȅΩ ŎƻǳƭŘ ƛƴŎǳǊ ŀ 

cost. 

 

 

Despite this ΨŦŀƛƭǳǊŜΩΣ ƭƛŦŜ ƛƴ ¸ŜŀǊ {ƛȄ ǿŀǎ ƻŦŦǎŜǘ ōȅ Ƴȅ Ƨƻȅ ƛƴ ǎǘŀǊǘƛƴƎ ǘƻ ƭŜŀǊƴ ǘƻ 

dance. From my first step, I quite simply never looked back; I was hooked, and I 

wanted to do more. My initial plan, to dance in secret, proved naive and impossible 

as I shared dance ŎƭŀǎǎŜǎ ŀǘ Ψ{ǘǳŘƛƻ ффΩ ǿƛǘƘ ŀ ŎƻǳǇƭŜ ƻŦ ƎƛǊƭǎ ŦǊƻƳ Ƴȅ ǇǊƛƳŀǊȅ ǎŎƘƻƻƭΦ 

Once it became common knowledge that I danced, teasing and bullying became the 

norm, especially from some of the boys. And while it was deeply unpleasant and 

upsetting, I was not deterred from my hobby. Indeed, I expected to be bullied for it, 

but I was determined to continue and responded by keeping my own counsel, both 

at school and at home. I certainly did not want to make a fuss lest it jeopardise my 

new pastime, and I could imagine mȅ ŦŀǘƘŜǊΩǎ ǳƴǎȅƳǇŀǘƘŜǘƛŎ ǊŜǎǇƻƴǎŜ ǘƻ ŀƴȅ 

complaint from me ς άWǳǎǘ ƎƛǾŜ ƛǘ ǳǇ ǘƘŜƴΗέ 
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Transferring to secondary school, I once again became accustomed to jibes and 

worse; being picked on for being a άǇǳŦŦέ or suchlike was commonplace. It did not 

help that I was also academically quite able and so acquired another label - as a 

άǎǿƻǘέ. Ignoring such epithets, I continued to work hard, both in and out of school, 

trying unsuccessfully for the most part to demarcate my school life from my out-of-

school life. However, the two were inextricably intertwined, especially after I started 

to do well at dance and attract local press publicity. However, incrementally, over a 

period of three or so years, some of the bullying and harassment began to abate. 

²ƘƛƭŜ ǎǘƛƭƭ ŀƴ ΨƻǳǘǎƛŘŜǊΩΣ Ƴȅ ƛŘŜƴǘƛǘȅ ŀǘ ǎŎƘƻƻƭ ƘŀŘ ǎƻƳŜƘƻǿ ōŜŎƻƳŜ ŎƻƴŦƭŀǘŜŘ ǿƛǘƘ 

my hobby. ά/ƘǊƛǎΣ ǘƘŜ ŘŀƴŎŜǊέ was a familiar refrain from both pupils and staff. It 

was, at last, an acceptance of who I was - ŦƻǊ L ƘŀŘ ŀƭǿŀȅǎ ǘƘƻǳƎƘǘ ƻŦ ƳȅǎŜƭŦ ŀǎ Ψŀ 

ŘŀƴŎŜǊΩΤ ƴƻǿ ǘƘƻǳƎƘΣ ƛǘ ǿŀǎ ŀǎ ƛŦ ŜǾŜǊȅƻƴŜ ŜƭǎŜ ǿŀǎ Ƨǳǎǘ ŎŀǘŎƘƛƴƎ ǳǇΦ 

 

 

Having started off with ballroom and latin-american dancing, I had soon branched 

out into ballet, tap and modern, enjoying them all and passing multiple exams over 

ǘƘŜ ƴŜȄǘ ǎŜǾŜƴ ƻǊ ǎƻ ȅŜŀǊǎΦ .ȅ ǘƘŜƴΣ L ƘŀŘ ƭŜŦǘ Ψ{ǘǳŘƛƻ ффΩ ƛƴ ǎŜŀǊŎƘ ƻŦ ǘŜŀŎƘŜǊǎ ǿƘƻ 

would push me to the limits of my capabilities. I travelled regularly to Leeds, 

aŀƴŎƘŜǎǘŜǊ ŀƴŘ [ƻƴŘƻƴ ŦƻǊ ƭŜǎǎƻƴǎ ǿƛǘƘ ǎƻƳŜ ƻŦ ǘƘŜ ŎƻǳƴǘǊȅΩǎ ƭŜŀŘƛƴƎ ǘŜŀŎƘŜǊǎΦ 

Inevitably, this was both expensive as well as time-consuming, and the costs did 

create some friction at home. As always, my mother was encouraging and 

supportive, while my father remained aloof and indifferent, showing no interest in 

my dancing except for its cost. 
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My training, albeit expensive, paid dividends; I did well in several national 

competitions, culminatinƎ ƛƴ Ƴȅ ǿƛƴƴƛƴƎ ǘƘŜ ¦Y! 5ŀƴŎŜ ΨaŜŘŀƭƭƛǎǘ ƻŦ ǘƘŜ ¸ŜŀǊΩ ǘƛǘƭŜ 

in 1977, awarded to the highest marked performer in the UK that year. And while it 

was a pleasing achievement it also posed a dilemma for me; I was, by now, a sixth-

form pupil on the cusp of applying to university, and while I wanted to read for a 

degree, I still wanted to dance - not as a hobby, but seriously and professionally. 

 

 

And so, the following year, setting aside my decent A level results and my university 

places, I opted instead to continue my dance training. I figured that, while young, I 

should continue to dance and then, later on, return to higher education. After 

another two years of training, I began a professional performing career with my 

dance partner, Gina. While I was talented, I was also too short to ever be a soloist in 

a major dance company, and so we decided instead to create an original dance 

show for the two of us - an eclectic mixture of ballroom, cabaret and theatre dance. 

Lƴ ōŜǘǿŜŜƴ ΨƴǳƳōŜǊǎΩ L ǿƻǳƭŘ ǘŀƪŜ ǘƻ ǘƘŜ ƳƛŎǊƻǇƘƻƴŜ ǘƻ ΨŦƛƭƭΩ ǿƘƛƭŜ Dƛƴŀ Ǌŀƴ ƻŦŦ 

stage for ridiculously quick costume changes. Luckily, I had only one full costume 

ŎƘŀƴƎŜΣ Ƨǳǎǘ ǇǊƛƻǊ ǘƻ ƻǳǊ Ŧƛƴŀƭ ΨƴǳƳōŜǊΩ - ƛƴǘƻ ŀ ǿƘƛǘŜ ΨŎŀǘ ǎǳƛǘΩΣ ǎǘǊƛǇŜŘ ƧŀŎƪŜǘ ŀƴŘ 

straw boater hat - for a vibrant, climactic Charleston! It was all great fun, an 

unforgettable experience in fact, but one that began to pall after a few years. And 

ǎƻΣ ŀŦǘŜǊ ŜȄƻǊŎƛǎƛƴƎ ǘƘŜ ǇŜǊŦƻǊƳƛƴƎ ΨōǳƎΩΣ L ŎƘŀƴƎŜŘ Ƴȅ ŦƻŎǳǎ ŀƴŘ ǎǘŀǊǘŜŘ ǿƻǊƪƛƴƎ ŦƻǊ 

my dance teaching qualifications. 

 

 

I also wanted to ǊŜŀƭƛǎŜ Ƴȅ ƭƻƴƎǎǘŀƴŘƛƴƎ ŀƳōƛǘƛƻƴ ǘƻ ŀŎŎǊǳŜ ǎƻƳŜ ΨŀŎŀŘŜƳƛŎΩ 

qualifications and set about obtaining them. Thereafter, I embarked on a school 
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teaching career (English and Drama). I got married, to Alison, a former professional 

dancer and teacher and formed a thriving dance and drama centre which we co-ran 

for 25 years. Beyond the dance centre, we both became dance examiners, 

adjudicators, lecturers and syllabus writers, enjoying varied and fulfilling careers 

before I once again re-entered academia to begin this research, a rationale for 

which now follows. 

 
 
 

1.2 Why research boys who dance? 

 

Above, I reflected on some of my own experiences of being a young male dancer - 

my desire for secrecy, family financial pressures, an unenthusiastic father and 

bullying at school predicated on a homosexual presumption. Now, with decades of 

teaching experience behind me, I wanted to explore the contemporary experiences 

of young male dancers to better understand what, if anything, had changed since 

my day and to provide an evidence base to help shape future policies for dance 

education and training in England. 

 

 

As a dance teacher, I am anecdotally aware that many boys cannot openly pursue 

their passion for dance and are, as I had been, hindered by societal constraints 

rooted in a pervasive binary notion of gender and gender (in)appropriate 

behaviours. I reasoned that if this narrow conception of gender continues to exert a 

potent regulatory force, it deserves to be interrogated and strategies formulated as 

to how best it can be contested. Thus, the focus of this research is on exploring the 

lived experiences of boys who άŘŀǊŜ ǘƻ ŘŀƴŎŜέ to better understand the means and 

extent to which they contest these regulatory forces of gender normativity. These 
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words, άŘŀǊŜ ǘƻ ŘŀƴŎŜέΣ tellingly uttered by Iain Mackay, a professional ballet dancer 

in 2017, suggest an acute awareness of the discourses surrounding male dancers 

and the resilience needed to confront them. 

 

 

Indeed, scholars have established that two key discourses lie at the heart of the 

debate concerning males who dance. The first is that in Western society at least, the 

male dancer challenges the very foundations of the masculine ideal since, as Risner 

ƴƻǘŜǎΣ άthe Western European paradigm situates dance as primarily a ΨŦŜƳŀƭŜΩ art 

ŦƻǊƳέ (2009, p.58), a view shared by other scholars (e.g. Sanderson, 2001; Stinson, 

2001; Gard, 2003). Having existed since the sixteenth century, according to 

Hasbrook (1993), this discourse is prevalent still and contingent on it, a second 

discourse exists that boys who dance are often deemed gay, irrespective of their 

sexual orientation (e.g. Rodgers, 1966; Grant, 1985; Koegler, 1995; Van Ulzen, 1996; 

Hamilton, 1999; Risner, 2002a, 2002b, 2002c, 2007, 2014). 

 

 

Thus, irrespective of his sexuality, a male dancer can often be regarded as 

ŜŦŦŜƳƛƴŀǘŜΣ άwhere ΨŜŦŦŜƳƛƴŀǘŜΩ ƛǎ ŀ ŎƻŘŜ ǿƻǊŘ ŦƻǊ ƘƻƳƻǎŜȄǳŀƭέ (Burt, 1995, p.12), a 

reminder that femininity is deeply interwoven with male homosexuality (Kimmel, 

1994). Risner rightly concludes that άōƻȅǎ ǿƘƻ Řŀƴce, unlike their male peers in 

athletics and team sports, are participating in an activity that already casts social 

ǎǳǎǇƛŎƛƻƴ ƻƴ ǘƘŜƛǊ ƳŀǎŎǳƭƛƴƛǘȅ ŀƴŘ ƘŜǘŜǊƻǎŜȄǳŀƭƛǘȅέ (2009b, p.68). My research, 

original in its dual focus, provides insights into the experiences of young male 

dancers who, beyond having some dance experience in their secondary schools, 

have also opted to train in private-sector dance schools. More particularly, it 
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explores how they negotiate άǘƘŜ ǎǘƛƎƳŀ ŀƴŘ ŎƘŀƭƭŜƴƎes that arise around the topic 

ƻŦ ƳŜƴ ǿƘƻ ŘŀƴŎŜέ (Fisher & Shay, 2009, p.5). 

 
 
 

Dance is an area through which, as embodied beings, άǿŜ ƴŜƎƻǘƛŀǘŜ ǘƘŜ ǎƻŎƛŀƭ ŀƴŘ 

ŎǳƭǘǳǊŀƭ ŘƛǎŎƻǳǊǎŜǎ ǘƘƻǳƎƘ ǿƘƛŎƘ ƎŜƴŘŜǊ ŀƴŘ ǎŜȄǳŀƭƛǘȅ ƛǎ ƳŀƛƴǘŀƛƴŜŘέ (Burt, 2009, 

p.150). However, we know that, speaking more broadly, the social and cultural 

discourses on masculinity are evolving and shifting, but to what effect? And so, 

while this research is ostensibly a study of boys who dance, it is also a study of their 

masculine identities and how these are contested. As such, it explores how the 

social construction of masculinity and the gendered meanings associated with dance 

ŎŀƴΣ ŀƴŘ ŘƻΣ Ǉƭŀȅ ŀ ǇƛǾƻǘŀƭ ǊƻƭŜ ƛƴ ƛƴŦƭǳŜƴŎƛƴƎ ōƻȅǎΩ ƛƴǾƻƭǾŜƳŜƴǘ ƛƴ ǘƘŜ ŀǊǘ ŦƻǊƳΦ L 

will, for example, seek to illuminate how the masculine identities of these male 

dancers are, at least partly, (re)produced through their preferences of dance 

ƎŜƴǊŜόǎύ ǎƛƴŎŜ ǘƘŜƛǊ ŎƘƻƛŎŜǎΣ ƻǊ άtaste articulationsέ ό/ŀƴƴΣ нлмпΣ ǇΦмтύΣ Ŏŀƴ ōŜ 

regarded by themselves and others as examples of (in)appropriate performances of 

ǘƘŜƛǊ ƳŀǎŎǳƭƛƴƛǘȅΦ !ǎ /ƭŀǊƪ ŀƴŘ tŀŜŎƘǘŜǊ ǊŜƳƛƴŘ ǳǎΣ ά[D]ominant discourses 

concerning the nature of masculinity and femininity have profound effects on how 

males and females are able to enact and perform their embodimentέ (Clark & 

Paechter, 2007, p.262). 

 
 
 

My belief in the continued pervasiveness of the male dancer discourses is, however, 

conflictual with recent sociological research which argues we are living in an era of 

ƳƻǊŜ ΨƛƴŎƭǳǎƛǾŜΩ ŦƻǊƳǎ ƻŦ ƳŀǎŎǳƭƛƴƛǘȅ (Anderson, 2009). That being so, I was curious 

to know if male dancers were benefiting from such inclusivity which, (according to 
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!ƴŘŜǊǎƻƴΩǎ ǊŜǎŜŀǊŎƘ ƻƴ ǿƘƛǘŜΣ ƻŦǘŜƴ ƳƛŘŘƭŜ-class youth in the UK and USA), is 

characterised by a decline in cultural homophobia and the emergence of softer 

forms of masculinity. According to him, men are now more likely to bond in 

emotional relationships with other men and to embrace a variety of behaviours once 

ŎƻŘŜŘ ŀǎ ΨŦŜƳƛƴƛƴŜΩΦ !ƴŘ ǎƻΣ L ǿƻƴŘŜǊŜŘΣ ŘƻŜǎ ǘhis inclusivity extend to males who 

dance? 

 

 

5ŜǾŜƭƻǇƛƴƎ !ƴŘŜǊǎƻƴΩǎ ǊŜǎŜŀǊŎƘΣ aŎ/ƻǊƳŀŎƪ ǇƻǎƛǘŜŘ ŀƴƻǘƘŜǊ ǊŜƭŀǘŜŘ ŎǳƭǘǳǊŀƭ ŀƴŘ 

attitudinal shift ς a άŘŜŎƭƛƴƛƴƎ ǎƛƎƴƛŦƛŎŀƴŎŜ ƻŦ ƘƻƳƻǇƘƻōƛŀέ among young men, 

ŎƻƴŎƭǳŘƛƴƎ ǘƘŀǘ άthis has expanded the range of behaviours that they can enact 

ǿƛǘƘƻǳǘ ǎƻŎƛŀƭ ǊŜƎǳƭŀǘƛƻƴέ (McCormack, 2012, p.95). However, we know that, 

historically speaking, male dancers have been liable to homophobic bullying, 

especially in their secondary schools, and subject to physical and verbal abuse (e.g. 

Risner, 2009). Central to this decline in homophobia is an understanding of 

aŎ/ƻǊƳŀŎƪΩǎ ƳƻŘŜƭ ƻŦ άƘƻƳƻǎŜȄǳŀƭƭȅ ǘƘŜƳŜŘ ŘƛǎŎƻǳǊǎŜέ, a constituent of which is 

άǇǊƻ-Ǝŀȅ ƭŀƴƎǳŀƎŜέ, a form which lacks any pernicious intent and has a positive 

social effect (ibid., p.118). I will later use this model to determine how the language 

used to describe young male dancers can be best understood, and to determine if it 

is homophobic or is it better conceptualised as άŦŀƎ ŘƛǎŎƻǳǊǎŜέ (Pascoe, 2007), άƎŀȅ 

ŘƛǎŎƻǳǊǎŜέ (McCormack, 2012) or as McCormack finds, simply άǇǊƻ-Ǝŀȅ ƭŀƴƎǳŀƎŜέΚ 

 

 

It is unsurprising, given the peripheral status of dance within primary and 

secondary education in England, that the majority of dance provision for young 

people is provided instead by private-sector dance schools, similar to the one I  
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attended as a child.  Moreover, a huge gender imbalance exists within the sector as 

most dance schools are populated extensively, and sometimes exclusively, by girls. 

Hugely popular then, these private-sector schools operate on a commercial basis 

and provide (mostly) part-time education and training across a range of dance 

genres, often in the core theatrical styles of ballet, tap and jazz dance, but more 

recently contemporary and urban dance styles (such as break, hip-hop and street) 

have also featured in their curricula. Moreover, there is now some concern within 

the sector regarding the lack of diversity in dance school populations in relation to 

three key areas - ethnicity, social class and gender (Arts Council England, 2007; 

Henley, 2012) and what measures could or should be taken to address these 

inequalities. I envisage that my gender-based research will contribute to this 

debate and help inform policy and practice in how best to support boys who dance 

in England. 

 
 
 

As regards ethnicity, as Chapter Four explains, I found it impossible to assemble a 

diverse range of young male dancers and ultimately recruited 26 boys, all of 

whom identified as White British, except one, Saul, a black Caribbean. None had 

partaken of non-Western dance forms such as bhangra, bollywood or kathaki 

(Indian), although a few had heard of capoeira (African) with its emphasis on 

martial arts-inspired movements. A few boys who studied ballet had some 

familiarity with European national dances such as flamenco (Spain), polka (Czech 

Republic) or tarantella (Italy), but nothing beyond that. 
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Although not central to my research, the intersection between dance, gender and 

ethnicity is a fascinating one, a brief examination of which can reveal a host of 

inequalities. For instance, Shay & Sellers-Young (2016) found that, historically, dance 

practices and attitudes about ethnicity have sometimes been a source of discord, as 

when African Americans were told their bodies were unsuitable for ballet, or when 

Anglo-Americans painted their faces black to perform in minstrel shows. Here in the 

¦YΣ ŦƻǊ ŜȄŀƳǇƭŜΣ ōŀƭƭŜǘΣ ƻŦǘŜƴ ǇŜǊŎŜƛǾŜŘ ŀǎ ŀ ōŀǎǘƛƻƴ ƻŦ ΨƘƛƎƘΩ ŎǳƭǘǳǊŜΣ ƛǎ Ƴƻǎǘƭȅ 

populated by dancers, male and female, amateur and professional, who are white 

and Western - a demographic also reflected in their audiences and, as mentioned 

above, in my sample. 

 

 

Similarly, non-Western dance forms intersecting with gender and religion can be 

illuminating, but merits only brief attention here since it was beyond the experiences 

of my participants. In some contexts, dance participation is linked to religious faith, 

but not always harmoniously. Muslim communities, for example, exhibit a range of 

attitudes towards dance; although mixed dancing is not allowed in Islam, males are 

allowed to dance ǘƻƎŜǘƘŜǊ ǇǊƻǾƛŘŜŘ ǘƘŜȅ ŎƻǾŜǊ ǘƘŜƛǊ ȫŀǿǊŀƘΩ όǘƘŜ ǇŀǊǘǎ ƻŦ ǘƘŜ ōƻŘȅ 

between the navel and the knee) and so ensure there is no temptation. Clearly then, 

as most Western dance styles would be inappropriate in Islamic culture, this may 

largely explain the often mono-cultural profile of private-sector dance schools in 

England. 

 

 

Also pertinent to this lack of diversity in dance school populations is another 

intersecting factor - social class. In my sample, 20 boys self-identified as middle-class 
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but only six as working-class. To some extent, at least, social class can be a 

determiner of access to private-sector dance tuition. Thus, it is reasonable to 

suggest that children from middle-class families are more likely to afford fees and 

other associated costs, such as clothing and footwear, than those from working-class 

families. We know that some individuals can experience a culturally affluent familial 

ŜƴǾƛǊƻƴƳŜƴǘ ǿƘƛŎƘΣ ƭƻƴƎ ǘŜǊƳΣ ŦǳǊƴƛǎƘŜǎ ǘƘŜƳ ǿƛǘƘ ΨŎŀǇƛǘŀƭǎΩ - economic, cultural 

and social - forms of assets that can lead to privileged trajectories. Although beyond 

the remit of this thesis, the relationship between social inequality and patters of 

cultural taste and consumption is a complex and interesting one. In brief though, 

and applied specifically to dance, ballet, like opera, is often regarded as elitist and 

remote from the cultural currents of many working-class children and their parents. 

This can set in train a pattern of cultural reproduction whereby certain dance genres 

are deemed inappropriate for some individuals. Moreover, in an age of neo-liberal 

austerity, the erosion of arts-based subjects in the school curriculum, such as dance 

and drama, is clearly deleterious to economically disadvantaged children who are 

unable to access or afford such provision elsewhere, such as in private-sector dance 

schools. 

 
 

It is unsurprising then, that the private-dance sector continues to be dominated by 

white, middle-class females (pupils and teachers). However, this research is not 

principally motivated by a desire to increase dance participation rates among 

males, or in remedying the social-class based inequalities in the sector - pleasing 

though they would be. Rather, its intention is to better understand the 

contemporary experiences of young male dancers by providing a rigorous evidence  
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base that can be used to advocate for changes to dance education policy and 

practice. In turn, though, it is hoped that the sector could then begin to recruit and 

retain a more diverse range of boys, especially into dance genres such as ballet 

where males are a relative rarity. 

 
 
 

1.3 Research questions, design and methods 

 

/ƻƴǎŜǉǳŜƴǘƭȅΣ ǘƻ ǎŜŜƪ ƛƴǎƛƎƘǘǎ ƛƴǘƻ ȅƻǳƴƎ ƳŀƭŜ ŘŀƴŎŜǊǎΩ ŜȄǇŜǊƛŜƴŎŜǎΣ ǘǿƻ Ƴŀƛƴ 

research questions were formulated: 

 

ǐ ²Ƙŀǘ ŀǊŜ ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴ ŀƴŘ ǘǊŀƛƴƛƴƎ ƛƴ ǘƘŜƛǊ ŘŀƴŎŜ 

schools and secondary schools? 

 
ǐ How do these boys contest the dominant discourses about dance and 

 

masculinity? 
 

To facilitate the intended impact of this research, both within and beyond the dance 

sector, with organisations such as Arts Council England (ACE), Council for Dance, 

Drama and Musical Theatre (CDMT), One Dance UK (ODUK) and government, a 

further question was deemed vital: 

 

ǐ What do these ǊŜǎŜŀǊŎƘ ŦƛƴŘƛƴƎǎ ƛƳǇƭȅ ŦƻǊ ǇƻƭƛŎȅ ŀƴŘ ǇǊŀŎǘƛŎŜ ƛƴ ōƻȅǎΩ ŘŀƴŎŜ 

 

education and training? 

 

Situated within a broadly post-structural, interpretive framework, my research is 

principally an empirical, qualitative study. Initially however, to provide some context 

ŦƻǊ ǘƘŜ ǎǘŀǘŜ ƻŦ ōƻȅǎΩ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴΣ ǉǳŀƴǘƛǘŀǘƛǾŜ ŘŀǘŀΣ ƛƴ ǘƘŜ ŦƻǊƳ ƻŦ ŘŀƴŎŜ 

examination entry statistics, were generated and analysed descriptively by dance 

genre. The major element, however, was the qualitative data generation which 

comprised semi-structured interviews with 26 male dancers, six dance teachers and 
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four parents. The dancers, aged 11-18, were selected from eight dance schools 

across the north west of England. Four interviews with dance 

policymakers/administrators from across England were also conducted, making a 

total of 40 interviews. Thereafter, the data were transcribed, classified and analysed 

thematically (Braun & Clarke, 2006). 

 
 
 

1.4 Thesis structure, key arguments and contribution to knowledge 

 

Chapter Two synthesises the relevant literature on dance and its relation to 

masculinity, while Chapter Three considers the key theorisations of masculinities and 

ǘƘŜ ŎƘŀƴƎƛƴƎ ƴŀǘǳǊŜ ƻŦ ǘƘŜƛǊ ŜƴŀŎǘƳŜƴǘǎΣ ōǳǘ ǿƛǘƘ ǎǇŜŎƛŀƭ ǊŜŦŜǊŜƴŎŜ ǘƻ ΨƛƴŎƭǳǎƛǾŜ 

ƳŀǎŎǳƭƛƴƛǘȅΩ ό!ƴŘŜǊson, 2009) and its potential salience to the experiences of young 

male dancers. Importantly though, as implied by the personal preface above, I 

cannot and do not claim to be an objective researcher in a positivist mode. Instead, I 

am situated squarely within this research, keenly aware of my subjectivity and with a 

clear agenda - to utilise my research findings to press for reforms to dance education 

and training and for the development of support strategies for vulnerable young 

male dancers. Thus, in undertaking this research, the need for sustained reflexivity 

on my part was imperative, and the steps taken to assure this are detailed in Chapter 

Four (Methodology), with its focus on positionality, research design and ethical 

considerations . 

 

 

Subsequent chapters then combine analysis with discussion, each with a key focus. 

/ƘŀǇǘŜǊ CƛǾŜ ŜȄǇƭƛŎŀǘŜǎ ōƻȅǎΩ ƻŦǘŜƴ ŎƻƴǘǊŀǎǘƛƴƎ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴ ƛƴ 

their dance schools and in their secondary schools. The latter is characterised by 
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patchy provision and an uninspiring curriculum, often taught by non-specialists, such 

elements being commensurate with its low status and perception as a non-academic 

subject. Dance schools, meanwhile, offer privileged access to those able to afford it, 

along with mainly specialist teaching and a plethora of performance opportunities, 

ǊŜŦƭŜŎǘƛƴƎ ǘƘŜ ǎŜŎǘƻǊΩǎ ŘƛǎǘƛƴŎǘƛǾŜ ŜǘƘƻǎ ǿƘƛŎƘ ƛǎ ǇǊŜŘƛŎŀǘŜŘ ƳƻǊŜ ƻƴ ΨǇǊƻŘǳŎǘΩ ǘƘŀƴ 

ΨǇǊƻŎŜǎǎΩΣ ǘƘŜ ƭŀǘǘŜǊ ōŜƛƴƎ ǘƘŜ ŘƻƳƛƴŀƴǘ ǇƘƛƭƻǎƻǇƘȅ ƻŦ ŘŀƴŎŜ ƛƴ ŜŘǳŎŀǘƛƻƴΦ 

 

 

Chapter Six then discusses the problematic consequences often faced by young male 

dancers in their secondary schools, which were found to be prime sites of 

oppression ς of bullying, marginalisation and stigmatisation ς in contrast to the 

dance schools where boys were accepted, welcomed and even prized as a valuable 

asset. Keen to avoid repercussions at secondary school, boys who attempted to 

ŘŀƴŎŜ ƛƴ ǎŜŎǊŜǘ όмп ƻǳǘ ƻŦ ǘƘŜ нс ǇŀǊǘƛŎƛǇŀƴǘǎ ŘƛŘ ǘƘƛǎύ ǿŜǊŜ ǳǎǳŀƭƭȅ ΨŦƻǳƴŘ ƻǳǘΩΣ 

while boys who did not resort to secrecy were nonetheless mostly discreet in 

sharing their identity as a dancer at school. Some boys found the anonymity of 

online spaces to be a useful resource for researching about dance and for learning 

dance steps. Interestingly, even if boys had a visible online presence, and most did, 

only isolated incidences of cyber-bullying were reported. 

 
 
 

How boys contest the dominant discourses that surround dance and masculinity is 

the main focus of Chapter Seven. Prior to that, however, and relatedly, the chapter 

also explores how boys conceive of masculinity and how they construct their identity 

ǘƻ ōŜ ŀ ΨƳŀǎŎǳƭƛƴŜΩ ŘŀƴŎŜǊΦ L ŦƛƴŘ ŀ ǊŜƭƛŀƴŎŜ ƻƴ ǘǊŀŘƛǘƛƻƴŀƭ ƳŀǎŎǳƭƛƴŜ ǘǊƻǇŜǎΣ ǎǳŎƘ ŀǎ 

physical strength, as a perceived component of masculinity and ergo, of being a 
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ΨƳŀǎŎǳƭƛƴŜΩ ŘŀƴŎŜǊ coupled with an adherence to a supposedly outmoded gender 

binary. Accordingly, in the thesis I shall refer to gender in these binary terms since 

this reflects the views of my participants and it is their voices that must be heard. 

 

However, in line with my broadly poststructuralist orientation, my own view is that 

gender is increasingly seen as non-binary, especially by many young people, and 

current scholarship supports this. For instance, Bragg et al., (2018) found that, 

despite the enduring regulation of gender norms and expectations, young people 

are more accepting of gender diversity, equality and the rights of sexual minorities. 

In an online survey of 505 young people aged 13-18 across England, 69% of 

respondents diǎŀƎǊŜŜŘκǎǘǊƻƴƎƭȅ ŘƛǎŀƎǊŜŜŘ ǘƘŀǘ άǘƘŜǊŜ ŀǊŜ ƻƴƭȅ ǘǿƻ ƎŜƴŘŜǊǎέ, with 

only 20% agreeing/strongly agreeing, while 85% agreed or strongly agreed that 

άǇŜƻǇƭŜ ǎƘƻǳƭŘ ōŜ ŦǊŜŜ ǘƻ ŎƘƻƻǎŜ ǘƘŜƛǊ ƎŜƴŘŜǊέ (Bragg et al., 2018, p.6). 

 

 

.ǊŀƎƎ Ŝǘ ŀƭΦΩǎ ŦƛƴŘƛƴƎǎ ƳƛƎƘǘΣ ǘƘŜǊŜŦƻǊŜΣ ƻŦŦŜǊ ǎƻƳŜ ǎǳǇǇƻǊǘ ǘƻ ǘƘŜ ǘƘŜƻǊȅ ƻŦ ΨƛƴŎƭǳǎƛǾŜ 

ƳŀǎŎǳƭƛƴƛǘȅΩ ό!ƴŘŜǊǎƻƴΣ нллфύΣ ǿƘƛŎƘ Ǉƻǎƛǘǎ ȅƻǳƴƎ ƳŜƴ ƴƻǿ ŜƳōƻŘȅƛƴƎ ŀ ǎƻŦǘŜǊΣ 

more inclusive version of masculinity, free from homophobia and able to engage in 

ǇǊŀŎǘƛŎŜǎ ǇǊŜǾƛƻǳǎƭȅ ǘƘƻǳƎƘǘ ΨŦŜƳƛƴƛƴŜΩΣ ǎǳŎƘ ŀǎ ŜƳƻǘƛƻƴŀƭ ǘŀŎǘƛƭƛǘȅΣ ǿƛǘƘƻǳǘ ōŜƛƴƎ 

ǇŜǊŎŜƛǾŜŘ ŀǎ ǿŜŀƪ ƻǊ ƎŀȅΦ Lƴ ŀƴ ŜǊŀ ƻŦ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩΣ ȅƻǳƴƎ ƳŜƴ ǎƘƻǳƭŘΣ 

presumably, be able to dance without censure, but my findings problematise 

!ƴŘŜǊǎƻƴΩǎ ŎƭŀƛƳǎΣ ŦƛƴŘƛƴƎ ǘƘŜƳ Ƴƻǎǘƭȅ ƛƴŀǇǇƭƛcable in this particular context. 

 

 

However, as noted above (Bragg et al., 2018 ), attitudes to gender identity are 

 

changing, and while most of the young male dancers in my study have not yet 

 

benefitted from a culture of inclusive masculinity (in their secondary schools at 
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least), that is not to say gender relations more broadly are in stasis. Proponents of 

ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅ ǘƘŜƻǊȅΩ όLa¢ύ ƘŀǾŜ ƻŦǘŜƴ ƳŀŘŜ ōƻƭŘ ŎƭŀƛƳǎ ŀǎ ǘƻ ƛǘǎ ǳōƛǉǳƛǘȅΦ 

My problematisation of this, will, I hope, contribute to a growing body of 

scholarship that seeks a more nuanced understanding of contemporary 

masculinities with, for example, less reliance on typologies that, if accepted 

uncritically, can mask a host of underlying inequalities. 

 

 

Moreover, as I explicate in Chapter Seven, an initial weakness of inclusive 

masculinity theory (IMT) was its inability to explain how boys regulated and 

reproduced their heterosexual identities in an inclusive setting without recourse to 

homophobic language. In response, McCormack, a proponent of IMT, 

ŎƻƴŎŜǇǘǳŀƭƛǎŜŘ ŀ ǎƻŎƛŀƭ ǇǊƻŎŜǎǎΣ ΨƘŜǘŜǊƻǎŜȄǳŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴΩΣ ǘƻ ƛƭƭǳƳƛƴŀǘŜ Ƙƻǿ άǘƘŜ 

boundaries of heterosexual identities are strengthenedέ ōȅ ƛǘǎ ǳǎŜ (McCormack, 

2012, p.89), and identified 2 forms - ΨŎƻƴǉǳŜǎǘƛŀƭΩ ŀƴŘ ΨƛǊƻƴƛŎΩ ǊŜŎǳǇŜǊŀǘƛƻƴΦ ¢ƘŜ 

former conceptualises άǘƘŜ ǿŀȅǎ ƛƴ ǿƘƛŎƘ ōƻȅǎ ōƻŀǎǘ ƻŦ ǘƘŜƛǊ ƘŜǘŜǊƻǎŜȄǳŀƭ ŘŜǎƛǊŜǎ ƻǊ 

ŎƻƴǉǳŜǎǘǎέ (McCormack, 2012, p. 90), a trait previously documented by Mac an 

Ghaill (1994), who noted its frequent use by some boys as a form of boundary 

ƳŀƛƴǘŜƴŀƴŎŜΦ .ȅ ŎƻƴǘǊŀǎǘΣ ƛƴ ΨƛƴŎƭǳǎƛǾŜΩ ǎŜǘǘƛƴƎǎ, McCormack found it used 

infrequently and not in concert with overt forms of misogyny. The other form of 

ǊŜŎǳǇŜǊŀǘƛƻƴΣ ΨƛǊƻƴƛŎΩΣ ŘŜǎŎǊƛōŜǎ άa satirical proclamation of same-sex desire or a gay 

idenǘƛǘȅ ƳŀŘŜ ƛƴ ƻǊŘŜǊ ǘƻ Ƴŀƛƴǘŀƛƴ ŀ ƘŜǘŜǊƻǎŜȄǳŀƭ ƛŘŜƴǘƛǘȅέ (ibid., p.90), but again 

this is not a new trait since it had been identified previously by Huuki et al., (2010) 

and Kaplan (2005). 
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²ƘƛƭŜ aŎ/ƻǊƳŀŎƪΩǎ ǊŜŦƛƴŜƳŜƴǘ ƻŦ La¢ ǿŀǎ ŦƻŎǳǎǎŜŘ ƻƴ ǎŜŜƪƛƴƎ ǘƻ ŜȄǇƭŀƛƴ Ƙƻǿ ōƻȅǎ 

regulated and reproduced their heterosexual identities in an inclusive setting, my 

focus was to understand how young male dancers validated their masculine and/or 

heterosexual identities in non-inclusive settings ς i.e. in their secondary schools ς 

which were found to be prime sites of oppression for most of them. My analysis 

ŦƻǳƴŘ ǘƘŀǘΣ ƛǊǊŜǎǇŜŎǘƛǾŜ ƻŦ ǘƘŜ ōƻȅǎΩ ǎŜȄǳŀƭƛǘȅ όƴҐт ƘƻƳƻǎŜȄǳŀƭΤ ƴҐмм ƘŜǘŜǊƻǎŜȄǳŀƭΤ 

n=1 bisexual; n=7 unknown), all of them were keen to assert a masculine identity, 

albeit in different degrees. In addition, I found that heterosexual boys were keen to 

be recognised as such, rather than be presumed gay. Thus, to explain how boys 

validated their masculine and/or heterosexual identities, I identified six forms of 

ΨǊŜŎǳǇŜǊŀǘƛƻƴΩ ǳǎŜŘ ōȅ ǘƘŜƳΥ 

 
ǐ professing attraction to females 

 

ǐ ŀŎǉǳƛǊƛƴƎ ŀ ΨǎǇƻǊǘȅΩ ōƻȅ ƛŘŜƴǘƛǘȅ 

 

ǐ reconceptualising dance as a sport 

 

ǐ ŎƘƻƻǎƛƴƎ ΨŎƻƻƭΩ ŘŀƴŎŜ ƎŜƴǊŜǎ 

 

ǐ acquiring popularity through dance 

 

ǐ policing of movement and choreographic practices 
 
 
 

 

All of the participants deployed at least some of these recuperative techniques, and 

in so doing accomplished two things. First, as noted above, they were able to shore 

up their masculine identity, thereby contesting the Western discourse that dance is 

for females (e.g. Sanderson, 2001; Stinson, 2001; Risner, 2002; Gard, 2003). I have 

ǘŜǊƳŜŘ ǘƘŜǎŜ ǇǊŀŎǘƛŎŜǎ ΨƳŀǎŎǳƭƛƴŜ ǊŜŎǳǇŜǊŀǘƛƻƴΩΣ ŀ ǘŜǊƳ ƻǊƛƎƛƴŀƭƭȅ ŎƻƛƴŜŘ ōȅ IŀƴǎŜƴΣ 

an anthropologist, to describe a prevalent theme in Hindu nationalist discourses and 
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organisations in India as they strove to overcome their άǇŜǊŎŜƛǾŜŘ ΨŜŦŦŜƳƛƴƛȊŀǘƛƻƴΩ by 

ŜȄǇǳƴƎƛƴƎ ǘƘŜ aǳǎƭƛƳ ΨhǘƘŜǊΩέ (Hansen, 1996, p.138). It is also clearly relevant here 

since it represents a concerted attempt by boys to maintain gender boundaries (e.g. 

Thorne, 1993; Britton, 1990ύΣ ōȅ άǘƘŜ ƻǾŜǊŎƻƳƛƴƎ ƻŦ ŜƳŀǎŎǳƭŀǘƛƻƴέ (Hansen, 1996, 

p.138). 

 

 

Secondly, some heterosexual boys also employed an additional recuperative 

technique to reassert their sexuality and so contest the other dominant Western 

discourse - that boys who dance are presumed gay (e.g. Rodgers, 1966; Grant, 1985; 

Hamilton, 1999; Risner, 2002a, 2003, 2007). In such cases I have utilised 

aŎ/ƻǊƳŀŎƪΩǎ όнлмнύ ŎƻƴŎŜǇǘ ƻŦ ΨƘŜǘŜǊƻǎŜȄǳŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴΩΦ IƻǿŜǾŜǊΣ ǿƘƛƭŜ 

McCormack found only a limited amount of heterosexual recuperation used by his 

participants in settings of inclusive masculinity with no homophobia, by contrast, 

my participants employed it frequently, both in their (often homophobic) secondary 

ǎŎƘƻƻƭ ŀƴŘ ǎƻƳŜǘƛƳŜǎ ōŜȅƻƴŘΦ aŀƭŜ ŘŀƴŎŜǊǎΩ ǳǎŜ ƻŦ ǘƘƛǎ ǎǘǊŀǘŜƎȅ Ŏŀƴ ǘƘŜǊŜŦƻǊŜ ōŜ 

seen as part of a broader pattern of practices identified by scholars such as Epstein 

(1997) and Salisbury & Jackson (1996), whereby boys who transgress 

heteromasculine boundaries often deem it necessary to publicly defend their 

heterosexuality through homophobia (not applicable to my participants since they 

all exhibited inclusive values) and/or other heterosexualising behaviours, such as 

the six recuperative ones identified here. 

 
 
 

My findings contribute to knowledge in the fields of dance, education and 

sociology. I hope that dance, still hitherto under-researched in the UK, especially in  
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regard to ōƻȅǎΩ experiences of private-sector dance education and training, about 

which little is known, will be the main beneficiary. In particular, my analysis 

suggests the need for a sector-wide debate on key issues including retention 

strategies for boys alongside improved, coordinated support (between home, 

secondary school and dance school) for those young male dancers experiencing 

bullying or other negative consequences. Alongside this, I call for reforms to initial 

teacher training and CPD to develop a more inclusive, gender-sensitive and flexible 

pedagogy (Warin & Adriany, 2015; Warin, 2018). This is especially acute given the 

shrinking provision of dance and other arts subjects in mainstream education, 

ǿƘŜǊŜ ǘƘŜȅ ǎǘǊǳƎƎƭŜ ŦƻǊ ǇŀǊƛǘȅ ƻŦ ŜǎǘŜŜƳ ǿƛǘƘ ǎƻ ŎŀƭƭŜŘ ΨŀŎŀŘŜƳƛŎΩ ǎǳōƧŜŎǘǎ ŀƴŘ 

attract fewer resources, including subject specialist teachers. 

 

 

However, there are already several beacons of good practice evident in 

community and school/college dance provision and pedagogy, but these have yet 

to permeate into the private sector which, I argue, is too often isolationist in 

character. Thus, I believe, facilitating a process of knowledge exchange between 

these disparate public/private elements of the dance sector, (perhaps facilitated 

by organisations such as One Dance UK), would be highly beneficial in tackling 

these pressing issues. 

 

 

These changes to policy and practice are, nonetheless, but a constituent part of my 

ǘƘŜǎƛǎΣ ōŀǎŜŘ ŀǎ ǘƘŜȅ ŀǊŜ ƻƴ Ƴȅ ƴƻǿ ƎǊŜŀǘŜǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ 

their dance education and training. As a contribution to knowledge, that 

ǳƴŘŜǊǎǘŀƴŘƛƴƎ ǿŀǎ ŜƴŀōƭŜŘ ōȅ Ƴȅ ŀǇǇƭƛŎŀǘƛƻƴ ƻŦ ǘƘŜ ǎƻŎƛƻƭƻƎƛŎŀƭ ƭŜƴǎ ƻŦ ΨƛƴŎƭǳǎƛǾŜ  
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ƳŀǎŎǳƭƛƴƛǘȅ ǘƘŜƻǊȅΩ ό!ƴŘŜǊǎƻƴΣ нллфύ ŀƴŘ ƛǘǎ ǊŜƭŀǘŜŘ ŎƻƴŎŜǇǘǎ ƻŦ ΨƳŀǎŎǳƭƛƴŜ 

ǊŜŎǳǇŜǊŀǘƛƻƴΩ όIŀƴǎŜƴΣ мффсύ ŀƴŘ ΨƘŜǘŜǊƻǎŜȄǳŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴΩ όaŎ/ƻǊƳŀŎƪΣ нлмнύΦ 

This lens illuminated how young male dancers used these recuperative strategies to 

re-inscribe their masculinity and/or heterosexuality and so nullify one or both of the 

dominant discourses surrounding males who dance. In so doing, I add to our 

ƪƴƻǿƭŜŘƎŜ ƻŦ ǘƘŜ ǎƻŎƛŀƭ ǇǊƻŎŜǎǎŜǎ ŀǘ ǿƻǊƪ ƛƴ ōƻȅǎΩ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴ ŀƴŘ ƻŦ ǘƘŜƛǊ ƭƛǾŜǎ 

beyond the dance studio, especially in their secondary schools. The findings are 

original and significant, not only to the sociology of dance but to education and 

gender studies more broadly. The policy and practice recommendations mentioned 

above and explicated in full in Chapter Eight, stem directly from this theoretically 

informed contribution to knowledge. 
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Chapter 2 Theorising masculinities: concepts and interpretations 
 
 
 

2.1 Introduction 

 

Lƴ ŀŘŘƛǘƛƻƴ ǘƻ ŜȄǇƭƻǊƛƴƎ ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ǘƘŜƛǊ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴ ŀƴŘ ǘǊŀƛƴƛƴƎ 

(Research Question One), much of this thesis is devoted to discussing how these 

young males contest the two dominant discourses that surround them (Research 

Question Two) ς ǘƘŀǘ ŘŀƴŎŜ ƛǎ ΨŦŜƳƛƴƛƴŜΩ όŜΦƎΦ DŀǊŘΣ нллоΤ wƛǎƴŜǊΣ нллфŀΤ wƛǎƴŜǊΣ 

2009b) and that male dancers are subject to a homosexual presumption (e.g. 

 

Williams, 2003; Burt, 1995). These discourses are predicated on a key constituent - 

that of male dancers being unmasculine - and so this chapter will explore the 

concept of masculinity as a social construct, offering a critical interpretation and 

synthesis ƻŦ ƛǘǎ ƪŜȅ ŎƻƴŎŜǇǘǎ ōǳǘ ǿƛǘƘ ŀ ǎǇŜŎƛŀƭ ŦƻŎǳǎ ƻƴ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅ ǘƘŜƻǊȅΩ 

(Anderson, 2009), since this is the main theoretical lens for the thesis. 

 

 

!ƴ ƛƳǇƻǊǘŀƴǘ ǎǘǊŀƴŘ ƻŦ La¢ ƛǎ ǘƘŜ ƴƻǘƛƻƴ ƻŦ ΨƘŜǘŜǊƻǎŜȄǳŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴΩ 

(McCormack, 2012) which explains how, in inclusive settings, heterosexual males 

reaffirm their sexuality without recourse to homophobia. However, I operationalise 

and develop this concept to understand how it is used by many male dancers in 

secondary school settings which are not inclusive. Furthermore, I draw on the notion 

ƻŦ ΨƳŀǎŎǳƭƛƴŜ ǊŜŎǳǇŜǊŀǘƛƻƴΩ όIŀƴǎŜƴΣ мффсύ ǘƻ ŜȄǇƭŀƛƴ Ƙƻǿ ȅƻǳƴƎ ƳŀƭŜ ŘŀƴŎŜǊǎΣ 

irrespective of their sexuality, also recuperate their masculinity. Using these 

recuperative strategies, young male dancers are able to contest the dominant 

discourses pertaining to dance and masculinity; masculine recuperation contests the 

discourse that posits dance is for females, while heterosexual recuperation contests 
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by the discourse that presumes male ŘŀƴŎŜǊǎ ǘƻ ōŜ ƎŀȅΦ .ŜŦƻǊŜ ŀŘŘǊŜǎǎƛƴƎ ΨƛƴŎƭǳǎƛǾŜ 

ƳŀǎŎǳƭƛƴƛǘȅΩ ŀƴŘ ΨǊŜŎǳǇŜǊŀǘƛƻƴΩ ǎǘǊŀǘŜƎƛŜǎΣ ƘƻǿŜǾŜǊΣ L ǎƘŀƭƭ ŜȄǇƭƻǊŜ ǘƘŜ ǳǎŜǎ ŀƴŘ 

ƭƛƳƛǘŀǘƛƻƴǎ ƻŦ /ƻƴƴŜƭƭΩǎ ŎƻƴŎŜǇǘ ƻŦ ΨƘŜƎŜƳƻƴƛŎ ƳŀǎŎǳƭƛƴƛǘȅΩ ό/ƻƴƴŜƭƭΣ мффрύ ǎƛƴŎŜ 

ǘƘƛǎ ǿŀǎ ǘƘŜ ǇǊŜŎǳǊǎƻǊ ǘƻ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩΣ ǘƘŜ ƭŀǘǘŜǊ ōŜƛƴƎ ǿǊƛǘǘŜƴ ŀƎŀƛƴǎǘ ƛǘ 

ōȅ !ƴŘŜǊǎƻƴ ǿƘŜƴ ƘŜ ŘŜŎƭŀǊŜŘ ǘƘŜ ŦƻǊƳŜǊ άǊŜŘǳƴŘŀƴǘέ (Anderson, 2009, p.32). 

 

 

A further chapter will then synthesise the concepts and interpretations relating 

specifically to dance and masculinity; that chapter will conclude with a comparative 

section drawing together key elements from both chapters. First, however, in this 

chapter, I begin by analysing the salient literature on masculinities, explaining how 

they have provided the academic context and informed the theoretical frame for this 

research, one broadly sympathetic to poststructuralist and social constructionist 

approaches to identity. 

 

 

нΦн  .ƻȅǎ ŎŀƴΩǘ ŘŀƴŎŜΣ ǎƻ ōƻȅǎ ŘƻƴΩǘ ŘŀƴŎŜΥ άǘƘŜ ƎŜƴŘŜǊ ǎǘǊŀƛǘƧŀŎƪŜǘέ 
(Pollack, 1998) 

 

I referred earlier to the two dominant discourses pertaining to dance and 

masculinity in Western society - that dance is an activity for females (e.g. Sanderson, 

2001; Stinson, 2001; Gard, 2001; Risner, 2009a) and that boys who dance are often 

subject to a homosexual presumption (e.g. Rodgers, 1966; Grant, 1985; Koegler, 

1995; Van Ulzen, 1996; Hamilton, 1999; Risner, 2002a, 2007, 2014). Importantly 

though, as I indicated in Chapter One, my research is not just focussed on dance per 

se but on the salience of these discourses and how young male dancers construct 

and embody versions of masculinity to contest them. 
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Although constructs of masculinity vary across historical and cultural contexts, the 

ŎƻƴŎŜǇǘ ƻŦ ΨƘŜƎŜƳƻƴƛŎ ƳŀǎŎǳƭƛƴƛǘȅΩΣ ǇǊƻǇƻǎŜŘ ōȅ ǎƻŎƛƻƭƻƎƛǎǘ /ƻƴƴŜƭƭ όмффрύΣ Ƙas 

been influential in explaining how and why men maintain dominant social roles over 

ǿƻƳŜƴ ŀƴŘ ǎƻƳŜ ƻǘƘŜǊ ƳŜƴΣ ǎǳŎƘ ŀǎ Ǝŀȅ ƳŀƭŜǎ ǇŜǊŎŜƛǾŜŘ ŀǎ ΨŦŜƳƛƴƛƴŜΩΦ !ǎ ǘƘŜ 

dominant form of masculinity, and the one with most cultural value, its traits 

include heterosexuality, whiteness, physical strength and the suppression of 

ŜƳƻǘƛƻƴǎΣ ǎƛƴŎŜ ǘƘŜ ƭŀǘǘŜǊ ŀǊŜ ŜǉǳŀǘŜŘ ǿƛǘƘ ǘƘŜ ΨŦŜƳƛƴƛƴŜΩ ŀƴŘ Ƴǳǎǘ ōŜ ǊŜǇǳŘƛŀǘŜŘΦ 

!ǎ ŀ ŎƻƴŎŜǇǘΣ ƘŜƎŜƳƻƴƛŎ ƳŀǎŎǳƭƛƴƛǘȅ ƎǊŜǿ άdirectly out of homosexual men`s 

experience with violence and prejudiŎŜ ŦǊƻƳ ǎǘǊŀƛƎƘǘ ƳŜƴέ (Connell & 

Messerschmidt, 2005, p.832), and led to Connell`s pioneering elucidation of four 

patterns of masculinity in the current Western gender order - hegemonic, complicit, 

marginalised and subordinated. 

 

 

Complicit masculinity describes a form of masculinity in which, although a man may 

not fit all the characteristics of hegemonic masculinity, he does nothing to challenge 

it either and so accrues some patriarchal benefit. Marginalised masculinity describes 

a form of masculinity whereby a man does not have access to hegemonic 

masculinity because of certain characteristics such as race or disablement, while 

subordinate masculinity describes men who exhibit traits that are anathema to 

hegemonic masculinity such as physical weakness or emotional expressiveness. 

Effeminate and gay men are often positioned as such by others, but as my 

homosexual participants attested, would not necessarily claim to possess a 

subordinated masculine identity themselves. 
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Clearly then, hegemonic masculinity theory could have been an appropriate 

analytical lens for studying males who dance since, for example, it is well known that 

the dance profession is home to plentiful numbers of gay males, many of whom are 

marginalised by homophobia. At least 50% of men in American professional dance 

companies identify as homosexual (Bailey & Oberschneider, 1997), as do seven out 

ƻŦ Ƴȅ нс ǇŀǊǘƛŎƛǇŀƴǘǎ όнсΦф҈ύΦ ²ƘƛƭŜ /ƻƴƴŜƭƭΩǎ ǾƛŜǿ ƻŦ ƘŜƎŜƳƻƴƛŎ ƳŀǎŎǳƭƛƴƛǘȅ ŀǎ 

normative, since it άŜƳōƻŘƛŜǎ ǘƘŜ Ƴƻǎǘ ƘƻƴƻǳǊŜŘ ǿŀȅ ƻŦ ōŜƛƴƎ ŀ Ƴŀƴέ (Connell & 

aŜǎǎŜǊǎŎƘƳƛŘǘΣ нллрΣ ǇΦуонύΣ ƛǎ ƴƻǿ ŘƛǎǇǳǘŜŘ ōȅ ǇǊƻǇƻƴŜƴǘǎ ƻŦ ΨƛƴŎƭǳǎƛǾŜ 

ƳŀǎŎǳƭƛƴƛǘȅΩΣ Ƴȅ ǊŜŀŘƛƴƎ ƻŦ ƘŜǊ ǘƘŜƻǊƛǎŀǘƛƻƴ ǿŀǎ ƛƭƭǳƳƛƴŀǘƛƴƎ ǎƛƴŎŜ ƛǘ ŦƻǊŜƎǊƻǳƴŘŜŘ 

masculine embodiment as an important link between the construction of masculinity 

and the social power structure of patriarchy. This focus on embodiment, and its link 

ǘƻ ƳŀǎŎǳƭƛƴƛǘȅΣ όǎǳōǎŜǉǳŜƴǘƭȅ ŜȄǇƭƻǊŜŘ ōȅΣ ŀƴŘ ŎŜƴǘǊŀƭ ǘƻ !ƴŘŜǊǎƻƴΩǎ ǊŜǎŜŀǊŎƘ ƻƴ 

inclusive masculinity), is clearly pertinent to my work on young male dancers, whose 

bodies are not only gendered markers but also the instruments of their artistic 

expression. 

 
 
 

Significantly too, this nascent interest in embodied identity helped to shift my 

thinking away from pursuing a purely poststructuralist approach by offering me 

reassurance that the corporeal was as worthy of investigation as was the 

discursive, and that in my research context at least, the two should be seen as 

mutually entwined and insightful. As I discuss in Chapter Three, my subsequent 

ǊŜŀŘƛƴƎǎ ƻƴ ǘƘŜ ŜƳōƻŘƛŜŘ ƴŀǘǳǊŜ ƻŦ ŘŀƴŎŜ ŀƴŘ ŘŀƴŎŜǊǎΩ ŜȄǇŜǊƛŜƴŎŜǎ όŜΦƎΦ ¢ƘƻƳŀǎΣ 

2003; Allegranti, 2011; Pickard, 2015) further reinforced this belief that the 

discursive can co-exist with the corporeal in highly generative ways. 
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Returning to Connell though, hegemonic masculinity has been applied to the field of 

education to explain the dynamics of classroom life, especially concerning models of 

resistance and bullying among boys, but also to account for male (and sometimes 

female) behaviours across the educational life span, ranging from primary schools 

(Frosh et al., 2002; Paechter, 2007), secondary schools (Mac an Ghaill, 1994; 

Jackson, 2006a; Jackson, 2006b), further education and training institutions (Read, 

Archer & Leathwood, 2003) and higher education (Dempster, 2009, 2011). 

However, deploying hegemonic masculinity in these contexts also exposed some of 

its limitations. Jackson, for instance, argued that άŜȄǇƭŀƴŀǘƛƻƴǎ ǘƘŀǘ ŘǊŀǿ only (my 

underlining) on the concept of hegemonic maǎŎǳƭƛƴƛǘƛŜǎ ǘƻ ŜȄǇƭŀƛƴ ΨƭŀŘŘƛǎƘΩ 

ōŜƘŀǾƛƻǳǊǎ ƛƴ ǎŎƘƻƻƭǎ ŀǊŜ ƛƴŀŘŜǉǳŀǘŜέ (Jackson, 2006b, p.11) since they ignore the 

interplay of the social, cultural and psychological, and pay insufficient regard to 

structure and agency. 

 
 
 

{ƛƳƛƭŀǊƭȅΣ ƛƴ ŀ ƴƻŘ ǘƻ ǘƘŜ ƎǊƻǿƛƴƎ ŀǇǇŜŀƭ ƻŦ ǘƘŜ ƴŜǿŜǊ ǘƘŜƻǊȅ ƻŦ ΨƛƴŎƭǳǎƛǾŜ 

ƳŀǎŎǳƭƛƴƛǘȅΩ ό!ƴŘŜǊǎƻƴΣ нллфύΣ IŀȅǿƻƻŘ & Mac an Ghaill questioned the conceptual 

usefulness of hegemonic masculinity within educational contexts and offered 

alternative ways that hegemonic masculinity may be configured without recourse to 

the άŎǳƭǘǳǊŀƭ ǊŜǎƻǳǊŎŜǎ ƻŦ ƘƻƳƻǇƘƻōƛŀ ƻǊ ƳƛǎƻƎȅƴȅέ (Haywood & Mac an Ghaill, 

2012, p.578). If so, masculinity would no longer be equated with patriarchy; instead 

ά ǘƘŜǊŜ Ƴŀȅ ōŜ ŘƛǎŎƻǳǊǎŜǎ ƻǳǘǎƛŘŜ ƻf traditional patriarchal masculinity where boys 

ŀƴŘ ȅƻǳƴƎ ƳŜƴ Ŏŀƴ ƳŀƪŜ ǘƘŜƛǊ ƛŘŜƴǘƛǘƛŜǎ ƳŀƭŜέ (ibid., p.578), suggesting that a more 

nuanced relationship might exist between hegemonic masculinities and other 

masculinities where άŘƻƳƛƴŀƴŎŜ ƛǎ ƳƻǊŜ ŦǊŀƎƳŜƴǘŜŘ ŀƴŘ ǳƴǇǊŜŘƛŎǘŀōƭŜέ (ibid., 

 
36 



 

p.578). These points highlight the value of a more intersectional approach to the 

ǎǘǳŘȅ ƻŦ ƳŀǎŎǳƭƛƴƛǘƛŜǎΣ ǿƛǘƘ ƭŜǎǎ ǊŜƭƛŀƴŎŜ ƻƴ ǘƘŜ ǘȅǇƻƭƻƎƛŜǎ ƛƴƘŜǊŜƴǘ ƛƴ /ƻƴƴŜƭƭΩǎ 

schema, typologies that are unable to capture the nuances and sometimes 

contradictory nature of contemporary masculinities ς a critique that can also be 

ƭŜǾŜƭƭŜŘ ŀƎŀƛƴǎǘ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅ ǘƘŜƻǊȅΩ ǎƛƴŎŜ ƛǘ ǇƻƭŀǊƛǎŜǎ ƳŀǎŎǳƭƛƴƛǘƛŜǎ ƛƴǘƻ 

ΨƛƴŎƭǳǎƛǾŜΩ ƻǊ ΨƻǊǘƘƻŘƻȄΩ ŦƻǊƳǎ ό!ƴŘŜǊǎƻƴΣ нллфύΦ IƻǿŜǾer, there is a recognition that 

ǿƘƛƭŜ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅ ǘƘŜƻǊȅ όLa¢ύΩ ƛǎ ǎƛƴƎǳƭŀǊ ƛƴ ǘƛǘƭŜΣ !ƴŘŜǊǎƻƴ ǎǘǊŜǎǎŜǎ ǘƘŀǘ 

challenges to hegemonic masculinity will vary by contextual factors, such as 

geography, and are therefore best described in the plural aǎ ƛƴŎƭǳǎƛǾŜ ΨƳŀǎŎǳƭƛƴƛǘƛŜǎΩ 

since these masculine manifestations will be many and varied. For instance, 

Anderson did not find men performing same-sex kisses in California as he did at a 

.ǊƛǘƛǎƘ ǳƴƛǾŜǊǎƛǘȅΣ ŀƴŘ ǎƻ ǘƘŜ ǇƭǳǊŀƭƛǎŀǘƛƻƴΣ ΨƳŀǎŎǳƭƛƴƛǘƛŜǎΩΣ ƛǎ ƳŜŀƴt to signify the 

multiple nature of IMT. 

 
 
 

Lƴ ƻǇǇƻǎƛǘƛƻƴ ǘƻ La¢Σ !ƴŘŜǊǎƻƴΩǎ ŎƻƴŎŜǇǘǳŀƭƛǎŀǘƛƻƴ ƻŦ ΨƻǊǘƘƻŘƻȄΩ ƳŀǎŎǳƭƛƴƛǘȅ ƛǎ 

ǎȅƴƻƴȅƳƻǳǎ ǿƛǘƘ ǘƘŜ ƪŜȅ ǘŜƴŜǘǎ ƻŦ /ƻƴƴŜƭƭΩǎ ƘŜƎŜƳƻƴƛŎ ƳŀǎŎǳƭƛƴƛǘȅ όǎǳŎƘ ŀǎ ŀƴǘƛ-

feminine and homophobic dispositions coupled with bravado) and is perhaps 

exemplified by a particular and enduring construction of masculinity - ǘƘŀǘ ƻŦ ΨǘƘŜ 

ƭŀŘΩΦ [ƛǎǘŜƴƛƴƎ ǘƻ ƳŀƭŜ ŘŀƴŎŜǊǎΩ ŀŎŎƻǳƴǘǎ ƻŦ ǘƘŜƛǊ ƴŜƎŀǘƛǾŜ ŜȄǇŜǊƛŜƴŎŜǎ ƛƴ Řŀȅ 

schools, typified by harassment and marginalisation from male peers, I was struck 

ōȅ ǘƘŜƛǊ ŦǊŜǉǳŜƴǘ ǳǎŜ ƻŦ ǘƘŜ ǘŜǊƳ άƭŀŘόǎύέΣ ƻŦǘŜƴ ǳǎŜŘ ǇŜƧƻǊŀǘƛǾŜƭȅ ǘƻ ŘŜǎŎǊƛōŜΣ ŦƻǊ 

example, άōŜƛƴƎ ōǳƭƭƛŜŘ ōȅ ǘƘŜ ƭŀŘǎέ (George, aged 13). For most of my participants, 

ōŜƛƴƎ Ψŀ ƭŀŘΩ ǿŀǎ ŀƴ ŀƭƛŜƴ ƛŘŜƴǘƛǘȅ ǎƛƴŎŜ ƛǘ ŘŜƴƻǘŜŘ ŀ ǇǊƻōƭŜƳŀǘƛŎ ŦƻǊƳ ƻŦ 

όƘŜƎŜƳƻƴƛŎύ ƳŀǎŎǳƭƛƴƛǘȅΣ ŘŜŦƛƴŜŘ ōȅ /ƻƴƴŜƭƭ ŀǎ άparticular kinds of behaviour and 
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ways of being which are made culturally dominant and come to be seen as the 

ǇŀǘǘŜǊƴ ƻŦ ƳŀǎŎǳƭƛƴƛǘȅ ƛƴ ƎŜƴŜǊŀƭέ (Connell et al., 1982, p.10). 

 
 
 

Scholars subsequently highlighted the link between laddishness and hegemonic 

masculinity, the latter being the άǎǘŀƴŘŀǊŘ ōŜŀǊŜǊ ƻŦ ǿƘŀǘ ƛǘ ƳŜŀƴǎ ǘƻ ōŜ ŀ ̀ real  ̀

Ƴŀƴ ƻǊ ōƻȅέ (Kenway & Fitzclarence, 1997, p.119), and as my participants revealed, 

those who failed to match this dominant construction of valorised masculinity were 

ŀƭƭ ǘƻƻ ŀǿŀǊŜ ƻŦ ƛǘΦ CƻǊ ƛƴǎǘŀƴŎŜΣ wƻƎŜǊ όмрύ ǘƻƭŘ ƳŜΣ άLΩƳ not one of ǘƘŜ ƭŀŘǎΦ LΩƳ ƴƻǘ 

ƛƴǘƻ ǎǇƻǊǘǎ ƻǊ ŀŦǘŜǊ ƎƛǊƭǎ ŀƭƭ ǘƘŜ ǘƛƳŜ ƭƛƪŜ Ƴƻǎǘ ƻŦ ǘƘŜƳ ŀǊŜΦ L ŘƻƴΩǘ ŦƛƎƘǘ ƻǊ ƎŜǘ ƛƴǘƻ 

trouble at schoolΦ LǘΩǎ Ƨǳǎǘ ƴƻǘ ƳŜΦ L Ƨǳǎǘ ƪŜŜǇ Ƴȅ ƘŜŀŘ Řƻǿƴ ǊŜŀƭƭȅΦέ wƻƎŜǊΩǎ 

ǘŜǎǘƛƳƻƴȅΣ ƭƛƪŜ DŜƻǊƎŜΩǎ ŀōƻǾŜΣ ŘŜƴƻǘŜǎ ǘƘŜ ƎǳƭŦ ōŜǘǿŜŜƴ ōƻȅǎΩ ƻǿƴ ƛŘŜƴǘƛǘƛŜǎ ŀƴŘ 

ǘƘƻǎŜ ƻŦ ΨǘƘŜ ƭŀŘǎΩ ŀǊƻǳƴŘ ǘƘŜƳΦ aƻǊŜƻǾŜǊΣ ƛǘ ƛƭƭǳǎǘǊŀǘŜǎ ǘƘŜ ǘŜƴŘŜƴŎȅ ƻŦ Ƴŀƴȅ ƳŀƭŜ 

dancers to define themselves in opposition to laddism, a conflation in their view with 

the excesses of hegemonic/orthodox masculinity. That said, while these male 

dancers did not aspire to be ΨƻƴŜ ƻŦ ǘƘŜ ƭŀŘǎΩ, they did wish to (re) construct a 

masculine identity and, if appropriate, a heterosexual one too, but one predicated 

ƻƴ ǘƘŜ ǾŀƭǳŜǎ ƻŦ ΨƛƴŎƭǳǎƛǾŜΩ ƳŀǎŎǳƭƛƴƛǘȅ ǿƘƛŎƘ ǘƘŜȅ ǿŜǊŜ ŦƻǳƴŘ ǘƻ ǇǊŀŎǘƛǎŜΦ /ƘŀǇǘŜǊ 

Seven explores this point in detail. 

 
 
 

hǊƛƎƛƴŀƭƭȅ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ǘƘŜ ǿƻǊƪ ƻŦ tŀǳƭ ²ƛƭƭƛǎ όмфттύΣ ǘƘŜ ǘŜǊƳ ΨƭŀŘΩ originally 

referred to a group of white, working class anti-school boys. By the 1990s, however, 

it was also in use by, and descriptive of, some middle-class boys too. Similarly, 

ΨƭŀŘŘƛǎƘƴŜǎǎΩ Ƙŀǎ ōŜŜƴ ŜǉǳŀǘŜŘ ǿƛǘƘ ǎŎƘƻƻƭ ǳƴŘŜǊŀŎƘƛŜǾŜƳŜƴǘΣ ƻŦǘŜƴ ŦǊƻƳ ǿƻǊƪƛƴg-

class boys, but as Francis (1999a) found, contrary to popular discourse, 
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ΨƭŀŘŘƛǎƘΩ ōŜƘŀǾƛƻǳǊ Ŏŀƴ ǎǇŀƴ ōƻǘƘ ǎƻŎƛŀƭ Ŏƭŀǎǎ ŀƴŘ ŜǘƘƴƛŎƛǘȅΦ  But what, in scholarly 

terms, does it mean to be one of ΨǘƘŜ ƭŀŘǎ` as mentioned by George and Roger, 

above?  Francis equated it with: 

 
A young, exclusively male, group, and the hedonistic practices popularly 
associated with such groups (for example, `having a laugh`, alcohol 
consumption, disruptive behaviour, objectifying women, and interests in 
pastimes constructed as masculine). (Francis, 1999, p.307) 

 
 
 

 

As Epstein (1997ύ ƴƻǘŜŘΣ ŀƴŘ ŀǎ ǘƘŜ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ƴŀǊǊŀǘƛǾŜǎ ŀōƻǾŜ ƛƳǇƭȅΣ ōƻȅǎ ŘŜŦƛƴŜ 

ǘƘŜƛǊ ƛŘŜƴǘƛǘƛŜǎ ŀƎŀƛƴǎǘ ǘƘŜ ΨhǘƘŜǊΩΣ ǿƛǘƘ ǘƘŜ ΩhǘƘŜǊΩ ƛƴŎƭǳŘƛƴƎ Ǝŀȅ ƳŀǎŎǳƭƛƴƛǘƛŜǎ ŀǎ 

well as anything perceived to be feminine.  Similarly, both Connell (1995, 2005) and 

Martino (1999) found that not only was hegemonic masculinity constructed in 

relation to, and against, femininity, it was also constructed against subordinated 

forms of masculinity.  Thus, masculine identities are not only historically and 

culturally situated but they are constructed, maintained and regulated in social 

milieus such as schools.  Moreover, and pertinent to my work, this άƎŜƴŘŜǊ 

ǎǘǊŀƛǘƧŀŎƪŜǘέ (Pollack, 1998) acts to police the behaviours of most boys; anything 

ǊŜƎŀǊŘŜŘ ŀǎ ΨŦŜƳƛƴƛƴŜΩΣ ǎǳŎƘ ŀǎ ŘŀƴŎŜΣ ƛǎ ǘƘŜǊŜŦƻǊŜ ŀƴǘƛǘƘŜǘƛŎŀƭ ǘƻ ōƻǘƘ ƘŜƎŜƳƻƴƛŎ 

masculinity and laddishness and so must be rejected.  As I discuss in Chapter Six, 

many young male dancers, aware of these policing mechanisms and the 

consequences of transgression, resorted to secrecy in their secondary schools when 

learning to dance. 

 
 
 

Schools then, are significant sites where the dominance of discourses that limit the 

parameters of masculinity (and femininity) are played out.  When applied to dance, 
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ǿŜ ƪƴƻǿ ǘƘŀǘ ŘƻƳƛƴŀƴǘ ŘƛǎŎƻǳǊǎŜǎ Ǉƻǎƛǘƛƻƴ ŘŀƴŎŜ ŀǎ ΨŦŜƳƛƴƛƴŜΩ όŜΦƎΦ Gard, 2003, 

2006, 2008; Risner, 2009a) and that male dancers are subject to a homosexual 

presumption (e.g. Burt, 1995, 2001; Thomas, 2003; Williams, 2003).  However, this 

need not dissuade some males from participating in certain dance genres (especially 

newer ones such as hip-hop or urban dance) which are culturally coded as 

ΨƳŀǎŎǳƭƛƴŜΩ ǎƛƴŎŜ ǘƘŜȅ ŜƳōƻŘȅ ŜƭŜƳŜƴǘǎ ƻŦ ǾŀƭƻǊƛǎŜŘ ǘŜƴŜǘǎ ƻŦ ƴƻǊƳŀǘƛǾŜ 

masculinity such as physical strength and competitiveness.  As I discuss in Chapter 

Seven, for boys who dance mƻǊŜ ΨŦŜƳƛƴƛƴŜΩ ƎŜƴǊŜǎ όǎǳŎƘ ŀǎ ōŀƭƭŜǘύΣ ŀƴŘ ǘƘŜǊŜŦƻǊŜ 

exceed the άǇŀǊŀƳŜǘŜǊǎ ƻŦ ƳŀǎŎǳƭƛƴƛǘȅέ (Cann, 2014, p.30 ), a range of mechanisms 

are deployed to recoup it (and their heterosexuality, if appropriate), such as 

reconceptualising dance as a sport or acquiring popularity from success in dance. 

 

 

LƴǾŜǎǘƛƎŀǘƛƴƎ ƳƻǘƛǾŜǎ ŦƻǊ ΨƭŀŘŘƛǎƘƴŜǎǎΩ ŀǘ ǎŎƘƻƻƭΣ WŀŎƪǎƻƴ ŀǎƪŜŘ ǎƻƳŜ ¸ŜŀǊ ф ōƻȅǎ 

what a lad would not do; a number of respondents referred άǘƻ ǘƘƛƴƎǎ ǘƘŀǘ ǘƘŜȅ 

ǇŜǊŎŜƛǾŜŘ ƎƛǊƭǎ Řƻέ (Jackson, 2003, p.588), thereby reinforcing Epstein`s findings 

(1997ύ ǘƘŀǘ ōƻȅǎ ŘŜŦƛƴŜ ǘƘŜƛǊ ƛŘŜƴǘƛǘȅ ƛƴ ƻǇǇƻǎƛǘƛƻƴ ǘƻ ǘƘŜ ΨhǘƘŜǊΩ ƛΦŜΦ ǘƻ ŦŜƳƛƴƛƴƛǘȅΦ 

¢ƘŜǎŜ ōŜƘŀǾƛƻǳǊǎ ƛƴŎƭǳŘŜŘ ƘƻƭŘƛƴƎ ƘŀƴŘǎΣ ǇƻǘǘƛƴƎ ǇƭŀƴǘǎΣ ǇƭŀȅƛƴƎ ǿƛǘƘ Ψ.ŀǊōƛŜΩ 

but, also significantly for this research, playing hopscotch, which in one transcript 

was articulated thus: 

 

Int: What do you think a lad wouldn`t do? 

 

Shaun: Like you don`t play hopscotch and stuff like that, unless you`re just 
like messing about. 

 

Int: Why wouldn`t they do things like that? 

 

Shaun: `Cause they`re girlie 
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I was struck by this example since hopscotch is analogous to dance.  It too requires 

coordinated and rhythmical movement with an emphasis on intricate leg and foot 

work, as well as demanding physical strength and stamina for its skilful execution. 

Its key movements, hops and springs, are also basic steps in many dance forms, 

including ballet. Shaun (above) equates the game of hopscotch and άǎǘǳŦŦ ƭƛƪŜ ǘƘŀǘέ 

(dance, we infer), to merely άƳŜǎǎƛƴƎ ŀōƻǳǘέ and άƎƛǊƭƛŜέΦ  Such attitudes speak 

powerfully of the still dominant social constructions of masculinity, the salience of 

gender boundary maintenance and the fear and consequences of non-conformity. 

 

 

We already know from Francis and Skelton (2005) that the fear of social failure, (i.e. 

unpopularity) is a crucial element in the lives of many children, who respond by 

constructing identities that enable them to ΨŦƛǘ ƛƴΩ, since being `popular  ̀and ̀ fitting 

in` usually provide immunity from marginalisation or bullying.  As Jackson reminds 

us, and as my participants attested, the performances required to ΨŦƛǘ ƛƴΩ are not only 

άƎŜƴŘŜǊŜŘέ ōǳǘ άǇƻƭƛŎŜŘέ (Jackson, 2010b, p.47) for gender conformity. Similarly, as 

Kenway et al., ǎǳƎƎŜǎǘΣ ά[f]ear of others` opinions and of isolation and the need for a 

secure identity are primary motivating forces leading many to adopt safe behaviours 

ŀƴŘ ǘƻ ƳŀƪŜ ǎŀŦŜ ŎƘƻƛŎŜǎ ǿŜƭƭ ǿƛǘƘƛƴ ƎŜƴŘŜǊ ŎƻƴǾŜƴǘƛƻƴǎέ (Kenway et al., 1998, 

p.137-8).  Moreover, as Jackson concludes, and as my research finds, fear can re-

inscribe heteronormative power relations: 

 

It is not difficult to find examples in schools of fears working to the advantage of 

ǘƘŜ Ƴƻǎǘ ǇƻǿŜǊŦǳƭ ƎǊƻǳǇǎ ƛƴ ǎƻŎƛŜǘȅΦ {ƻŎƛŀƭ ŦŜŀǊǎ ŀōƻǳǘ ōŜƛƴƎ άƻǘƘŜǊŜŘέ ŦƻǊ 

example, work to constrain and contain particular versions of (hetero) femininity 

and (hetero) masculinity and thereby reinforce established power relations 

pertaining to gender and sexuality. (Jackson, 2010b, p.49) 
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This gender policing of heterosexual boys (and men) is not only a recurring theme in 

ƳŀǎŎǳƭƛƴƛǘƛŜǎΩ ǎŎƘƻƭŀǊǎƘƛǇΣ ōǳǘ ŀ ŎŜƴǘǊŀƭ ǘƘǊŜŀŘ ƛƴ Ƴȅ ŀƴŀƭȅǎƛǎΣ ǊŜŦƭŜŎǘƛƴƎ ƛǘǎ 

ƛƳǇƻǊǘŀƴŎŜ ƛƴ ōƻȅǎΩ ƴŀǊǊŀǘƛǾŜǎ ǿƘŜƴ ǘƘŜȅ ǎǇƻƪŜΣ ŦƻǊ ŜȄŀƳǇƭŜΣ ŀōƻǳǘ ǘƘŜ ƎŜƴŘŜǊŜŘ 

ǎƛƎƴƛŦƛŎŀƴŎŜ ƻŦ ǘƘŜƛǊ ŎƘƻƛŎŜ ƻŦ ΨŎƻƻƭΩ ƻǊ ΨǳƴŎƻƻƭΩ ŘŀƴŎŜ ƎŜƴǊŜǎΦ  Analogous to this is 

CaƴƴΩǎ ŦƻŎǳǎ ƎǊƻǳǇ ǎǘǳŘƛŜǎ ǿƛǘƘ ōƻȅǎ ǊŜǾŜŀƭƛƴƎ ǘƘŜ ŎǊƛǘƛŎŀƭƛǘȅ ƻŦ άȅƻǳǘƘ ǘŀǎǘŜ 

ŎǳƭǘǳǊŜǎέΣ together with a reaffirmation of the existence of άƭƛƳƛǘǎέ regarding what is 

considered άŀǇǇǊƻǇǊƛŀǘŜέ for boys to like (Cann, 2014, p.24). Instead of focusing on 

late teens or early 20s, as much previous work has done, Cann`s research, like mine, 

explored younger teens (14-year olds), a crucial time when young people are 

άōŜŎƻƳƛƴƎ ƳƻǊŜ ŀǿŀǊŜ ƻŦ ǘƘŜƛǊ ƎŜƴŘŜǊ ǊƻƭŜǎ ŀƴŘ ǿƘŀǘ ƛǎ ǎƻŎƛŀƭƭȅ ŀǇǇǊƻǇǊƛŀǘŜ ŦƻǊ ŀ 

ƳŀƭŜ ƻǊ ŦŜƳŀƭŜέ according to Dumais, (2002, p.59).  Cultural taste is thus 

understood by young males (and females) in άƎŜƴŘŜǊŜŘ ǘŜǊƳǎέ argues Cann, who 

cites the television programme, ΨDƭŜŜΩ, which follows the activities of an American 

high school musical theatre group of actors, singers and dancers, as an example of 

ǘƘƛǎΣ ŎƻƴŎƭǳŘƛƴƎ ǘƘŀǘΣ ά[t]he idea that a boy would be ridiculed for saying he liked 

something such as Glee reminds us that we still have some way to go before we can 

ǎŀȅ ǿŜ ƭƛǾŜ ƛƴ ŀ ǘƛƳŜ ƻŦ ƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅέ (Cann, 2014, p.26). 

 
 
 

Nor is this discourse of (in)appropriate tastes confined to dance, since Jarviluoma et 

al., (2003) found that engaging in certain music cultures associated with femininity 

άŜƴŘŀƴƎŜǊŜŘέ masculinity, while ²ŀǊŘΩǎ ǊŜǎŜŀǊŎƘ όнлмпύ ƛƴǘƻ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ 

white working-class heterosexual young men, self-identified as άŜƳƻǎέΣ followers of 

an alternative music scene in the mining villages of south Wales, often found them 
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alienated, bullied and victimized for their apparent non-normative performances of 

masculinity. Such findings chime with my own - that the dominant discourses 

surrounding dance are, by and large, unchanged, since dance is understood in 

ƎŜƴŘŜǊŜŘ ǘŜǊƳǎ ŀǎ ΨŦŜƳƛƴƛƴŜΩ ŀƴŘ ǘƘƻǎŜ ƳŀƭŜǎ ǿƘƻ ǇǊŀŎǘƛǎŜ ƛǘ ŀǊŜ ǎǳōƧŜŎǘ ǘƻ ŀ 

homosexual presumption. 

 

 

However, despite the undoubted significance of these άȅƻǳǘƘ ǘŀǎǘŜ ŎǳƭǘǳǊŜǎέ (Cann, 

2014, p.17), as Connell (1995) has noted, the most important marker among males 

is sexuality, with subordination occurring not only in the oppression of homosexual 

boys, but as noted above and elsewhere in this thesis, in the gender policing of 

heterosexual boys and men.  !ǎ Ƴȅ ǊŜǎŜŀǊŎƘ ŎƻƴŦƛǊƳǎΣ Ǝŀȅ ǘŜŜƴǎ ŀǊŜ ƻŦǘŜƴ ΨhǘƘŜǊŜŘΩ 

ŦǊƻƳ ǘƘŜƛǊ ƘŜǘŜǊƻǎŜȄǳŀƭ ƳŀƭŜ ǇŜŜǊǎ ǿƘƻ ŀǊŜ ǘƘƻǳƎƘǘ ǘƻ ōŜ ΨǘȅǇƛŎŀƭΩ ŀƴŘ ǎƻ άƛǘ ƛǎ 

through tƘŜǎŜ ŘƛǎǘƛƴŎǘƛƻƴǎ ǘƘŀǘ ŀƴ ΨŀŎŎŜǇǘŀōƭŜΩ ǾŜǊǎƛƻƴ ƻŦ ōƻȅǎȫ ƳŀǎŎǳƭƛƴƛǘȅ ƛǎ 

όǊŜύǇǊƻŘǳŎŜŘέ (Cann, 2014, p.27). 

 

 

¢Ƙƛǎ ǾƛŜǿ ƛǎΣ ƘƻǿŜǾŜǊΣ ŎƻƴǘŜǎǘŜŘ ōȅ ǇǊƻǇƻƴŜƴǘǎ ƻŦ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅ ǘƘŜƻǊȅΩ 

(IMT) who argue, among other things, that gay teens are enjoying increased 

acceptance in the social world and that pursuits traditionally associated with the 

ΨŦŜƳƛƴƛƴŜΩ ŀǊŜ ƴƻǿ ƻǇŜƴ ǘƻ ƳŀƭŜǎ ǿƛǘƘƻǳǘ ŎŜƴǎǳǊŜ όaŎ/ƻǊƳŀŎƪΣ нл09, 2011).  If so, 

this would augur well for male dancers since it would represent an erosion of the 

doƳƛƴŀƴǘ ŘƛǎŎƻǳǊǎŜǎ ǘƘŀǘ Ǉƻǎƛǘ ŘŀƴŎŜ ŀǎ ΨŦŜƳƛƴƛƴŜΩ ŀƴŘ ƳŀƭŜ ŘŀƴŎŜǊǎ ŀǎ ǎǳōƧŜŎǘ ǘƻ 

a homosexual presumption, or as argued above, do we still have άǎƻƳŜ ǿŀȅ ǘƻ Ǝƻέ 

(Cann, 2014, p.26) before we can claim to live in an inclusive culture?  While I 

wanted to believe the former, my long experience as a teacher suggested the latter 
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was more accurate. IMT was, therefore, an appealing if contested critical lens for my 

research and one I now explore in detail. 

 
 

 

2.3 Inclusive Masculinity Theory (IMT): claims, critiques and uses 
 
 
 

2.3.1 The end of homophobia and homohysteria? 

 

If certain academic theories can be said to be fashionable, one could argue that IMT 

has been in vogue of late.  However, as indicated earlier, the study of masculinities 

ƛǘǎŜƭŦ ƛǎ ƴƻǘ ƴŜǿΣ ŦƛǊǎǘ ŀǘǘǊŀŎǘƛƴƎ ƳŀƧƻǊ ǎŎƘƻƭŀǊƭȅ ŀǘǘŜƴǘƛƻƴ ƛƴ ǘƘŜ мфтлΩǎΦ  For 

instance, Pleck (1975) explored the social problems connected with masculinity, 

while David & .Ǌŀƴƴƻƴ ǎƻǳƎƘǘ ǘƻ ƛŘŜƴǘƛŦȅ ŀƴŘ ŘŜŦƛƴŜ ǘƘŜ ΨǊǳƭŜǎΩ ƻŦ ƳŀǎŎǳƭƛƴƛǘȅΣ 

identifying 4: άƴƻ ǎƛǎǎȅ ǎǘǳŦŦέ (avoid feminine behaviours); ά ōŜ ŀ ōƛƎ ǿƘŜŜƭέ (strive 

for status and achievement especially in sports and work); άōŜ ǎǘǳǊŘȅ ŀǎ ŀƴ ƻŀƪέ 

(never show weakness and maintain emotional self-control at all times); ŀƴŘ άƎƛǾŜ 

ΨŜƳ ƘŜƭƭέ όǘŀƪŜ ǇƘȅǎƛŎŀƭ Ǌƛǎƪǎ ŀƴŘ ōŜ ǾƛƻƭŜƴǘ ƛŦ ƴŜŎŜǎǎŀǊȅύ ό5ŀǾƛŘ & Brannon, 1976, 

quoted in Levine, 1998, p.145). Crucially though, it was Morin & Garfinkle who first 

posited that in the West gendered boundaries were principally driven by 

homophobia (1978), although the concept of homophobia had emerged earlier, the 

word being coined in 1969 by psychologist George Weinberg in the American 

pornographic magazine, Ψ{ŎǊŜǿΩ. There it referred to heterosexual men`s fears that 

others might think them gay, but this was later conceptualised by Anderson as 

ΨƘƻƳƻƘȅǎǘŜǊƛŀΩ ǘƻ ŘŜǎŎǊƛōŜ άŀ ŎǳƭǘǳǊŜ ƻŦ ƘƻƳƻǇƘƻōƛŀΣ femphobia and compulsory 

ƘŜǘŜǊƻǎŜȄǳŀƭƛǘȅέ (Anderson,2009, p.7). As my findings will show, a related concern 

exists among many young heterosexual dancers who, while inclusive in their  
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attitudes to diverse sexual orientations (and therefore not homohysteric), oppose 

the presumption of homosexuality about themselves. 

 
 
 

¢ƘŜ ǎŀƭƛŜƴŎŜ ƻŦ ƘƻƳƻǇƘƻōƛŀ ŀƴŘ ƘƻƳƻƘȅǎǘŜǊƛŀ ƛƴ ȅƻǳƴƎ ƳŀƭŜ ŘŀƴŎŜǊǎΩ ƭƛǾŜǎ ƛǎΣ 

ǘƘŜǊŜŦƻǊŜΣ ŎŜƴǘǊŀƭ ǘƻ ǘƘƛǎ ǘƘŜǎƛǎΣ ŜǎǇŜŎƛŀƭƭȅ ǊŜƎŀǊŘƛƴƎ ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƛƴ ǘƘŜƛǊ 

secondary schools, as I explicate in Chapter Five. As such, it draws upon earlier work 

such as that by Nayak & Kehily (2008ύ ǿƘƻ ƛƴǾŜǎǘƛƎŀǘŜŘ ƘƻƳƻǇƘƻōƛŀΩǎ ǊƻƭŜ ƛƴ 

ǎǳǎǘŀƛƴƛƴƎ ƳŀƭŜ ƘƛŜǊŀǊŎƘƛŜǎ ƛƴ ǎŎƘƻƻƭǎΣ ƻǊ ƛƴ tƭǳƳƳŜǊΩǎ όмфффύ ǿƻǊƪ ǘƘŀǘ ǎƘƻǿŜŘ ǘƘŜ 

ŎŜƴǘǊŀƭ ǊƻƭŜ ƛǘ ǇƭŀȅŜŘ ƛƴ Ƴŀƴȅ ōƻȅǎΩ ƭƛǾŜǎΦ aƻǊŜƻǾŜǊΣ ǘƘŜ ƛǎǎǳŜ ƻŦ ƘƻƳƻǇƘƻōƛŀ ǿŀǎ 

subsequently investigated by other scholars, including Anderson (2009) and 

McCormack (2012), the architects of IMT, who declared its significance to be in 

ŘŜŎƭƛƴŜ όaŎ/ƻǊƳŀŎƪΣ нлмнύΦ /ŜƴǘǊŀƭ ǘƻ ǘƘƛǎ ŎƭŀƛƳ ǿŀǎ ŀƴ ŜȄǇƻǎƛǘƛƻƴ ƻŦ ΨƎŀȅ 

ŘƛǎŎƻǳǊǎŜΩ ǿƘƛŎƘ ǘƘŜȅ ŦƻǳƴŘ ǿŀǎ ƴƻǘ ƘƻƳƻǇƘƻōƛŎ ƛƴ nature. I return to this below, 

but before then I explore more generally what constitutes IMT. 

 

 

Emerging from qualitative research with (predominantly) white, middle-class team 

sport athletes and fraternity members in the USA and UK, IMT declares males to be 

more likely to embrace a variety of behaviours once coded as feminine, including 

certain same-ǎŜȄ ǎŜȄǳŀƭ ōŜƘŀǾƛƻǳǊǎΦ Lǘ ŎƻƴŎƭǳŘŜǎ ǘƘŀǘ ǘƻŘŀȅΩǎ ȅƻǳǘƘ ŀǊŜ ƭŜǎǎ ǎŜȄƛǎǘΣ 

racist and less likely to indulge in bullying, including homophobic bullying, than 

eaǊƭƛŜǊ ƎŜƴŜǊŀǘƛƻƴǎΦ ¢ŜǊƳŜŘ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩ ό!ƴŘŜǊǎƻƴΣ нллфύΣ ƛǘ ŎƻƴǘǊŀǎǘǎ 

ǿƛǘƘ ŀƴƻǘƘŜǊ ŎƻƴŎŜǇǘǳŀƭƛȊŀǘƛƻƴΣ ΨƻǊǘƘƻŘƻȄ ƳŀǎŎǳƭƛƴƛǘȅΩΣ ŀ ǘƻȄƛŎ ŦƻǊƳ ŎƻƴǎǘǊǳŎǘŜŘ ƛƴ 

opposition to femininity and homosexuality and sustained by homophobia (a dislike 

of homosexuality) and homohysteria (the fear of being thought gay). While parallels 
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ōŜǘǿŜŜƴ !ƴŘŜǊǎƻƴΩǎ ΨƻǊǘƘƻŘƻȄΩ ƳŀǎŎǳƭƛƴƛǘȅ ŀƴŘ /ƻƴƴŜƭƭΩǎ ΨƘŜƎŜƳƻƴƛŎΩ ƳŀǎŎǳƭƛƴƛǘȅ 

ŀǊŜ ǎŜŜƳƛƴƎƭȅ ƻōǾƛƻǳǎΣ !ƴŘŜǊǎƻƴ ŀǊƎǳŜǎ ǘƘŀǘ ΨƻǊǘƘƻŘƻȄΩ ƳŀǎŎǳƭƛƴƛǘȅ ƛǎ ƛƴ retreat 

ŀǎ ƳƻǊŜ ΨƛƴŎƭǳǎƛǾŜΩ ŦƻǊƳǎ ƴƻǿ ǇǊƻƭƛŦŜǊŀǘŜΦ 

 

 

{ŜƴǎƛǘƛǾŜ ǘƻ ŎǊƛǘƛŎƛǎƳ ǘƘŀǘ La¢Ωǎ ŦƛƴŘƛƴƎǎ Ƴƻǎǘƭȅ ǊŜǎǘŜŘ ƻƴ ŜǘƘƴƻƎǊŀǇƘƛŎ ǿƻǊƪ ǿƛǘƘ 

university-aged males, subsequent research, conducted mostly with youths in 

schools and colleges, sought to establish if teenage males held similar attitudes (e.g. 

Adams, Anderson & McCormack, 2010; McCormack & Anderson, 2010; McCormack, 

2011). The most comprehensive work on this, conducted by McCormack (2012), 

concluded that heterosexual male students were inclusive of their gay peers and 

proud of their pro-gay attitudes. Further, he found that being gay did not negatively 

ŀŦŦŜŎǘ ŀ ōƻȅΩǎ ǇƻǇǳƭŀǊƛǘȅ ōǳǘ ōŜƛƴƎ ƘƻƳƻǇƘƻōƛŎ ǿƻǳƭŘ Řƻ ǎƻΦ /ƻƴǎŜǉǳŜƴǘƭȅΣ ƘŜ 

argued, in an inclusive setting, heteronormative masculinity, characterised by 

toughness and aggression is supplanted by emotional intimacy and displays of 

affection for male friends. Thus, free from censure and the threat of social 

marginalisation, teenage males are free to speak about and enact behaviours 

ǇǊŜǾƛƻǳǎƭȅ ŎƻŘŜŘ ŀǎ ΨŦŜƳƛƴƛƴŜΩ ŀƴŘ ŦŜƳƛƴƛƴƛȊƛƴƎΣ ǎǳŎƘ ŀǎ ǘƻ ƪƛǎǎΣ ŎǳŘŘƭŜ ŀƴŘ ŜȄǇǊŜǎǎ 

mutual love (Robinson, White & Anderson, 2017), to wear tight trousers, pink 

clothes and work in feminized occupational sectors such as retail (Magrath & Scoats, 

2017). Even in the hypermasculine game of football, Magrath found almost universal 

acceptance of openly gay elite players (Magrath, 2017), while in domestic settings, 

Roberts (2018) found that young men were significant contributors to housework 

and parenting duties ς all evidence, it is argued, of an expanded repertoire of male 
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ōŜƘŀǾƛƻǳǊǎ ŀƴŘ ƛƴŘƛŎŀǘƛǾŜ ƻŦ ŀ ƎǊƻǿƛƴƎ ŎǳƭǘǳǊŜ ƻŦ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩΦ 

 
 
 

However, such findings were in stark contrast to most of the narratives I heard from 

male dancers, parents and teachers in my capacity as a dance adjudicator, examiner 

and teacher, prior to starting this research.  Irrespective of their sexuality, the 

ƳŀƧƻǊƛǘȅ ƻŦ ōƻȅ ŘŀƴŎŜǊǎ ƘŀŘ ōŜŜƴ ŎŀƭƭŜŘ ΨƎŀȅΩ ƻǊ ŀ ǾŀǊƛŀƴǘ ǘƘŜǊŜƻŦ ǎǳŎƘ ŀǎ ΨŦŀƎΩ ƻǊ 

ΨŦŀƎƎƻǘΩΦ  And so, moving beyond a reliance on anecdote, when I began to generate 

and analyse data, I was keen to establish if these utterances were no more than 

ƘŀǊƳƭŜǎǎ ΨƎŀȅ ŘƛǎŎƻǳǊǎŜΩ όaŎ/ƻǊƳŀŎƪ, 2012) or were they, (as I suggest 

subsequently) more problematic than that? 

 

 

!ǎ ŀ ŎŜƴǘǊŀƭ Ǉƭŀƴƪ ƻŦ La¢Σ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨƎŀȅ ŘƛǎŎƻǳǊǎŜΩ ŘŜǎŎǊƛōŜǎ ǘƘŜ ǳǎŜ ƻŦ 

language that has a homosexual theme, but which is not homophobic.  This was so 

termed by McCormack and Anderson (2010) as an attempt to understand how the 

effect of homosexually-themed language could vary according to social context. 

Their research, generated from ethnographic data with heterosexual rugby players, 

revealed that while participants voiced pro-gay attitudes and had openly gay 

friends, they nonetheless used phrases like ΨŘƻƴΩǘ ōŜ ƎŀȅΩ and ΨǘƘŀǘΩǎ ǎƻ ƎŀȅΩ. The 

researchers asserted that this position was consistent because ΨƎŀȅΩ had two 

meanings ς it referred to sexuality in some contexts and meant ΨǊǳōōƛǎƘΩ in others 

(Lalor & Rendle-Short, 2007).  And so, it was argued, the two meanings were 

ƛƴŘŜǇŜƴŘŜƴǘ ƻŦ ŜŀŎƘ ƻǘƘŜǊΣ ǿƛǘƘ aŎ/ƻǊƳŀŎƪ ŎƻƴŎƭǳŘƛƴƎΣ άώǘϐƘŜ ǿƻǊŘ ΨƎŀȅΩ Ƙŀǎ ōŜŜƴ 

used as an expression of displeasure without intending to reflect or transmit 
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ƘƻƳƻǇƘƻōƛŀ ƛƴ Ƴŀƴȅ ŎƻƴǘŜƳǇƻǊŀǊȅ ȅƻǳǘƘ ǎŜǘǘƛƴƎǎέΦ (McCormack, 2011, p.670). 

!ƭƻƴƎ ǿƛǘƘ !ƴŘŜǊǎƻƴ ƘŜ ŀŎŎƻǳƴǘŜŘ ŦƻǊ ǘƘƛǎ ōȅ ǳǘƛƭƛǎƛƴƎ hƎōǳǊƴΩǎ ǘƘŜƻǊȅ ƻŦ ΨŎǳƭǘǳǊŀƭ 

ƭŀƎΩ όhƎōǳǊƴΣ мфрлύΣ ŀ ǇƘŜƴƻƳŜƴƻƴ ǿƘŜǊŜōȅ Ψǘǿƻ ǊŜƭŀǘŜŘ ǎƻŎƛŀƭ ǾŀǊƛŀōƭŜǎ ōŜŎƻƳŜ 

ŘƛǎŀǎǎƻŎƛŀǘŜŘ ōŜŎŀǳǎŜ ǘƘŜƛǊ ƳŜŀƴƛƴƎǎ ŎƘŀƴƎŜ ŀǘ ŘƛŦŦŜǊŜƴǘ ǊŀǘŜǎΩ (McCormack, 2012, 

p.114). Simply put, in this instance, the rugby players were using language that 

lagged behind their pro-gay attitudes. 

 

 

However, some earlier scholars held a contrary view and found the phrase ΨǘƘŀǘΩǎ ǎƻ 

ƎŀȅΩ to be homophobic (e.g. Sanders, 2008; DePalma & Jennett, 2010). Similarly, 

research with male undergraduates on university campuses in the USA concluded 

ǘƘŀǘ ǘƘƛǎ ŜȄǇǊŜǎǎƛƻƴ ǿŀǎ άa sexual orientation microaggression that can contribute to 

a hostile environment for lesbian, gay and bisexuŀƭ ό[D.ύ ǎǘǳŘŜƴǘǎέ (Woodford et al., 

нлмнΣ ǇΦпнфύΦ LǊǊŜǎǇŜŎǘƛǾŜ ƻŦ ƻƴŜΩǎ Ǉƻǎƛǘƛƻƴ ǘƘƻǳƎƘΣ ƛƴ ŎƻƴǎƛŘŜǊƛƴƎ ǘƘŜ ǾŀƭƛŘƛǘȅ ŀƴŘ 

utility of IMT, contextual factors, such as the degree of intimacy in social 

relationships, are also hugely significant. For instance, according to McCormack and 

Anderson (2010), some heterosexual males use homosexually-themed language as a 

form of άǎƻŎƛŀƭ ōƻƴŘƛƴƎέ, in which case it can have a άǇƻǎƛǘƛǾŜ ǎƻŎƛŀƭ ŜŦŦŜŎǘέ, but as 

aŎ/ƻǊƳŀŎƪ ŀŎƪƴƻǿƭŜŘƎŜǎΣ ά[w]hether language is considered homophobic, or 

whether it is better conceptualised as fag discourse, gay discourse or pro-gay 

ƭŀƴƎǳŀƎŜΣ ƛǎ ǇǊƛƳŀǊƛƭȅ ŘŜǇŜƴŘŜƴǘ ƻƴ ǘƘŜ ƘƻƳƻƘȅǎǘŜǊƛŀ ƻŦ ǘƘŜ ǎŜǘǘƛƴƎέ (McCormack, 

2011, p.664). 

 

 

This term, homohysteria, defined as άǘƘŜ ŦŜŀǊ ƻŦ ōŜƛƴƎ ƘƻƳƻǎŜȄǳŀƭƛǎŜŘέ (Anderson, 

2009, p.7) or a ΨƘƻƳƻǎŜȄǳŀƭƭȅ-panicked culture in which suspicion [of homosexuality] 
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ǇŜǊƳŜŀǘŜǎΩ (Anderson, 2011, p.7) is another important and related plank of IMT, 
 

salient to my research since I wished to understand if my heterosexual research 

 

participants were themselves homohysteric. As homohysteria is the social fear of 

 

being thought gay because of behaviour considered gender atypical, it might be 

 

possible that some male dancers are homohysteric in outlook. However, Chapter 

 

Seven, which discusses this, finds no homohysteric (or homophobic) attitudes among 

 

young male dancers - only a concern that their sexuality be labelled correctly by 

 

others. Reflecting the inclusive nature of their masculinity, one heterosexual 

 

ǇŀǊǘƛŎƛǇŀƴǘΣ /ƘŀǊƭƛŜ όмсύΣ ŎƻƳƳŜƴǘŜŘΣ άǎƻƳŜ ǇŜƻǇƭŜ ǘƘƛƴƪ LΩƳ Ǝŀȅ Ƨǳǎǘ ōŜŎŀǳǎŜ L 

 

ŘŀƴŎŜ Χ ƻōǾƛƻǳǎƭȅ ǘƘŜǊŜΩǎ ƴƻǘƘƛƴƎ ǿǊƻƴƎ ǿƛǘƘ ōŜƛƴƎ ƎŀȅΣ ōǳǘ LΩƳ ƴƻǘΣ LΩƳ ǎǘǊŀƛƎƘǘΦ L 

 

just wish they coulŘ ƎŜǘ ǘƘŀǘ ǊƛƎƘǘΦ Lǘ ŀƴƴƻȅǎ ƳŜ ΧέΦ 
 
 
 

 

Contextually speaking, Anderson concluded that in order for homohysteria to exist, 

 

three variables must coincide: 
 

 

ŀ Ƴŀǎǎ ŀǿŀǊŜƴŜǎǎ ǘƘŀǘ ƘƻƳƻǎŜȄǳŀƭƛǘȅ ŜȄƛǎǘǎ ŀǎ ŀ ǎǘŀǘƛŎ ǎŜȄǳŀƭ ƻǊƛŜƴǘŀǘƛƻƴΧ 
a cultural zeitgeist of disapproval of homosexuality, and the femininity that 
ƛǎ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ƛǘΧŀƴŘ ǘƘŜ ƴŜŜŘ ŦƻǊ ƳŜƴ ǘƻ ǇǳōƭƛŎƭȅ ŀƭƛƎƴ ǘƘŜƛǊ ǎƻŎƛŀƭ 
identities with heterosexuality (compulsory heterosexuality) in order to avoid 
homosexual suspicion. In other words, a homophobic culture may look 
disparagingly at homosexuality, but without mass cultural suspicion one 
might be gay it is not a culture of homohysteria. (Anderson, 2009, p.7) 

 

 

This is important since, as my findings will show, some contexts in which boys 

 

operate, such as secondary schools, were often homohysteric ones, and as 

 

aŎ/ƻǊƳŀŎƪ ƴƻǘŜǎΣ άhigh levels of homohysteria often cause boys to avoid any 

 

association with ƘƻƳƻǎŜȄǳŀƭƛǘȅέ (McCormack, 2012, p.71). In such circumstances, it 

 

is little wonder that some boys choose to disavow dance. Chapter Five, which 
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ŀƴŀƭȅǎŜǎ ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ŘŀƴŎŜ ƛƴ ǘƘŜƛǊ ǎŜŎƻƴŘŀǊȅ ǎŎƘƻƻƭǎ όŀǎ ǿŜƭƭ ŀǎ ǘƘŜƛǊ 

dance schools), has more to say about this. 

 
 
 

Meanwhile, IMT scholars have been keen to interrogate any causal links between 

homophobia and homohysteria ; their conclusion, that decreasing homophobia has 

been accompanied by a decline in homohysteria, is unsurprising. Research by 

McCormack & Anderson in three school sixth forms in England found that young 

men were able to develop their masculinities without the fear of being 

ΨƘƻƳƻǎŜȄǳŀƭƛǎŜŘΩΣ ŎƛǘƛƴƎ ƻƴŜ ŎƻƭƭŜƎŜ ŀǎ ƘŀǾƛƴƎ ŀ άƴŜŀǊ ǘƻǘŀƭ ŀōǎŜƴŎŜ ƻŦ ƘƻƳƻǇƘƻōƛŎ 

ŘƛǎŎƻǳǊǎŜέ (McCormack & Anderson, 2010, p.15). Writing the Foreword II to 

McCormack`s book (2012), Anderson declared that άƛǘ ƛǎ ƴƻ ƭƻƴƎŜǊ ŦŀǎƘƛƻƴŀōƭŜ ǘƻ ōŜ 

ƘƻƳƻǇƘƻōƛŎέ and it is άƴƻ ƭƻƴƎŜǊ ǾŀƭƛŘ ǘƻ ŀǎǎǳƳŜ ƘƻƳƻǇƘƻōƛŀ ŀƳƻƴƎ ȅƻǳƴƎ ƳŜƴέ 

(McCormack, 2012, p.x1). Nonetheless, such bold claims can be problematic and 

while it is acknowledged that cultural homophobia is declining, (and this process 

may well be more accelerated within many youth cultures), based upon the findings 

of a relatively small sample of students, these are still sweeping claims to make. 

Moreover, they conflict with a large body of evidence drawn from organisations such 

as Stonewall, as well as from a plethora of other academics (e.g. Jackson, 2002, 

2003; 2006b; Jackson & Dempster, 2009; McCarry, 2010; Phipps & Young, 2015; 

Rawlings, 2017) that suggest the continuing presence of homophobia in some 

contexts such as higher education. For instance, Stonewall found that two in five 

LGBT students in Britain (42%) hid their identity at university for fear of 

discrimination (Stonewall, 2018). 
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Nonetheless, Anderson maintains that his Anglo-American research suggests a 

rapidly declining cultural homophobia among 16-21-year-old heterosexual men 

which in turn has had a άǇǊƻŦƻǳƴŘ ƛƳǇŀŎǘέ on their gendered performances 

(Anderson, 2013, p.25), a softening of their heterosexual masculinities and a shift 

away from άŎƻƴǎŜǊǾŀǘƛǾŜ ŦƻǊƳǎ ƻŦ ƳǳǎŎǳƭŀǊƛǘȅΣ ƘȅǇŜǊ ƘŜǘŜǊƻǎŜȄǳŀƭƛǘȅ ŀƴŘ 

ƳŀǎŎǳƭƛƴƛǘȅέ (ibid., p.26). Conceptualised as ǘƘŜ ŀŦƻǊŜƳŜƴǘƛƻƴŜŘ ΨƛƴŎƭǳǎƛǾŜ 

ƳŀǎŎǳƭƛƴƛǘȅΩΣ ŀƴŘ ƛƴ ŀ ŎƭŜŀǊ ǊŜƧŜŎǘƛƻƴ ƻŦ /ƻƴƴŜƭƭΩǎ ŜŀǊƭƛŜǊ ǎŎƘŜƳŀΣ !ƴŘŜǊǎƻƴ ŀǊƎǳŜǎ 

that the decreasing stigma against homosexuality has eroded the hierarchical 

stratification of masculinities άƭŜŀǾƛƴƎ ǾŀǊƛƻǳǎ ŦƻǊƳǎ ƻŦ ƳŀǎŎǳƭƛƴƛǘƛŜǎ ǘƻ ŜȄƛǎǘ ǿƛǘƘƻǳǘ 

hegemonic dominance of anȅ ƻƴŜ ǘȅǇŜέ (ibid., p.26). Furthermore, he finds that the 

άǎǘȅƭŜέ of men`s masculinity άƳƻǎǘ ŜǎǘŜŜƳŜŘ ŀƳƻƴƎ ǘƘŜǎŜ ȅƻǳǘƘǎ ŀǇǇǊƻȄƛƳŀǘŜǎ ǘƻ 

ǿƘŀǘ L Ŏŀƭƭ ƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅέ (ibid., p.26), one characterized by an expansion of 

άƘŜǘŜǊƻƳŀǎŎǳƭƛƴŜ ōƻǳƴŘŀǊƛŜǎ ǎƻ ǘhat boys are able to express tactility and emotional 

ƛƴǘƛƳŀŎȅ ǿƛǘƘƻǳǘ ōŜƛƴƎ ƘƻƳƻǎŜȄǳŀƭƛǎŜŘ ōȅ ǘƘŜƛǊ ōŜƘŀǾƛƻǳǊǎέ (ibid., p.27). 

 
 
 

In sum then, for Anderson and other IMT scholars (e.g. Magrath, 2017), it is no 

longer fashionable to be homophobic in the West, since homophobia itself has now 

become a stigmatized social viewpoint. This is attributed to wider changes in 

legislation and cultural attitudes (Weeks, 2007) that have decreased homohysteria 

so that young people are now less concerned about being perceived as heterosexual 

(Anderson, Adams & Rivers, 2010). If so, this is a positive development and one of 

great potential benefit to, among others, young male dancers who have been 

ǎǳōƧŜŎǘ ǘƻ ŘƛǎŎƻǳǊǎŜǎ ǘƘŀǘ ǊŜƴŘŜǊ ǘƘŜƳ ΨǳƴƳŀǎŎǳƭƛƴŜΩ ŀƴŘ ǎǳōƧŜŎǘ ǘƻ ŀ ƘƻƳƻǎŜȄual 
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presumption. However, given its bold claims, both the premise and findings of IMT 

have been contested, and it is to those critiques I next turn. 

 
 

 

2.3.2 Critiquing IMT 
 

While IMT has been generative for many scholars, especially of late (e.g. Mc 

Cormack, 2012; Roberts, 2014; Ripley, 2017; Magrath, 2017), it has also been 

subject to substantial critique. For instance, although IMT conceptualizes 

ƳŀǎŎǳƭƛƴƛǘƛŜǎ ŀǎ ΨŀǊŎƘŜǘȅǇŜǎΩ όΨƻǊǘƘƻŘƻȄΩ ŀƴŘ ΨƛƴŎƭǳǎƛǾŜΩύΣ ǘƘŜ ǘŜǊƳ ƛǎ ƴƻǘ ŎƭŜŀǊƭȅ 

defined beyond constructing masculinity as an internal, relatively stable set of 

attitudes and behaviours. If this is the case, IMT seems incapable of allowing agentic 

change in individuals. This rigƛŘƛǘȅ Ƙŀǎ ƭŜŘ ǘƻ La¢Ωǎ ŎǊƛǘƛǉǳŜ όƻŦǘŜƴΣ ōǳǘ ƴƻǘ ŜȄŎƭǳǎƛǾŜƭȅ 

from feminist, poststructuralist researchers) for its seeming failure to accommodate 

fluidity, complex or even contradictory gender practices. Understanding individuals 

or social groups as exhibitƛƴƎ ŜƛǘƘŜǊ ΨƻǊǘƘƻŘƻȄΩ ƻǊ ΨƛƴŎƭǳǎƛǾŜΩ ƳŀǎŎǳƭƛƴƛǘȅ άŘƛƳƛƴƛǎƘŜǎ 

ǘƘŜ ŦƭǳƛŘƛǘȅ ŀƴŘ ŘƛǾŜǊǎƛǘȅ ƻŦ ƎŜƴŘŜǊ ŀǎ ōƻǘƘ ǎƻŎƛŀƭ ŀƴŘ ƛƴŘƛǾƛŘǳŀƭ ǇǊŀŎǘƛŎŜέ according 

to De Boise, (2014, p.326). Similarly, some have doubted how IMT can account for 

men who only partially engage with inclusive masculinity, or sometimes shift 

dynamically between orthodox and inclusive modes of masculinity (e.g. Dashper, 

2012). 

 
 
 

ΨLƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅ ǘƘŜƻǊȅΩ ǿŀǎ ōŀǎŜŘ ƻǊƛƎƛƴŀƭƭȅ ƻƴ ǎƳŀƭƭ-scale empirical work 

with mostly white, middle-class undergraduate men in educational contexts. As 

such, it gave insufficient attention to important intersecting variables such as age, 

race, religion, location or social class while nonetheless making bold claims for its 
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pervasiveness.  Further research across a range of contexts then sought to address 

some of these omissions (e.g. Cashmore & Cleland, 2012; McCormack, 2012; 

Roberts, 2014; Blanchard et al., 2015; Murray & White, 2015; Magrath & Scoats, 

2017), with their conclusions offering significant, additional support for the utility of 

the theory. For instance, Blanchard et al., undertook ethnographic work in a 

working-class sixth form in North East England and found only a άǎƳŀƭƭ ƳƛƴƻǊƛǘȅέ of 

boys embodying an orthodox archetype of masculinity but a άǇǊƻƭƛŦŜǊŀǘƛƻƴ ƻŦ 

inclusive masculinities among working-Ŏƭŀǎǎ ȅƻǳǘƘέ (Blanchard et al., 2015, p.1). 

 

 

Critiquing some of the bold claims made by IMT, Simpson wrote in apparent 

disbelief that the schools cited by McCormack (2012) seem άǘƻ ŜȄƛǎǘ ƛƴ ŀ ǾŀŎǳǳƳ ŀƴŘ 

are extraordinarily free of any kind of conflict; there being no observed bullying or 

marginalizatƛƻƴ ƻŦ ŀƴȅ ǇǳǇƛƭǎΣ ƭŜǘ ŀƭƻƴŜ ƻǾŜǊǘ ƘƻƳƻǇƘƻōƛŀέ (Simpson, 2014, p.74). 

IŜ ŀƭǎƻ ǘƻƻƪ aŎ/ƻǊƳŀŎƪ ǘƻ ǘŀǎƪ ŦƻǊ ΨǳƴŎǊƛǘƛŎŀƭƭȅΩ accepting casual homophobic 

utterances which he (McCormack) believed had άƴƻ ƛƴǘŜƴǘƛƻƴ ǘƻ ǿƻǳƴŘέ 

(McCormack, 2012, p.83), and for neglecting to examine why sexual differences 

might be concealed. Furthermore, Simpson argued that the notion, άƻŦ ŀ ƘƛŜǊŀǊŎƘȅ 

with no clear dominance, on which inclusive masculinity theory is highly reliant, 

indicates that power relations have been swept aside or suspendeŘέ (Simpson, 2014, 

p.74), and so risks άƘƻƳƻƎŜƴƛȊƛƴƎ ȅƻǳƴƎŜǊ ƳŜƴ ŀǎ ƭŀǊƎŜƭȅ ǳƴŀŦŦŜŎǘŜŘ ōȅ ƘƻƳƻǇƘƻōƛŀ 

in societies now thought to encourage or oblige critical reflection on sexual 

ŘƛŦŦŜǊŜƴŎŜέ (ibid., p.74). Thus, for Simpson, even if one accepts that overt 

homophobia is in decline, heteronormativity most often exists άōŜƭƻǿ ǘƘŜ ƭŜǾŜƭ ƻŦ 

ŎƻƴǎŎƛƻǳǎƴŜǎǎέ 
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ό{ƛƳǇǎƻƴΣ нлмпΣ ǇΦтпύΣ ŀƴŘ ōƻǘƘ !ƴŘŜǊǎƻƴ ŀƴŘ aŎ/ƻǊƳŀŎƪ άtend toward the 

assumption that heteronormativity is somehow less injuriƻǳǎέ as it Ŏŀƴ ōŜ έmore 

ƛƴǎƛŘƛƻǳǎ ŀƴŘ ŘƛŦŦƛŎǳƭǘ ǘƻ ŎƘŀƭƭŜƴƎŜ ƎƛǾŜƴ ǘƘŀǘ ƛǘ ƛǎ Ƴƻǎǘ ƻŦǘŜƴ ŎƻǾŜǊǘέ (ibid., p.74). 

 

 

However, this seems to be a misreading of the theory since, while Anderson has 

been keen to differentiate the non-hegemonic, lateral nature of IMT from the 

ŘŜǎŎŜƴŘƛƴƎ ƻǊŘŜǊ ƻŦ ǇƻǿŜǊ ƛƴ /ƻƴƴŜƭƭΩǎ ƘŜƎŜƳƻƴƛŎ ƳŀǎŎǳƭƛƴƛǘȅΣ ƘŜ Ƙŀǎ ƴƻƴŜǘƘŜƭŜǎǎ 

maintained the continued but decreasing existence of orthodox masculinity, arguing 

ǘƘŀǘ ŜǾŜƴ ƛƴ ŀ ǎŜǘǘƛƴƎ ƻŦ ƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅ άa diminished state of homohysteria is 

ƴƻǘ ǘƻ ōŜ ƳƛǎǘŀƪŜƴ ŀǎ ŀ ƎŜƴŘŜǊ ǳǘƻǇƛŀέ (Anderson, 2009, p.34), since certain men 

could still (re)produce heteronormativity, objectify women, value excessive risk-

taking or use homophobic discourse. 

 
 
 

2.3.3 Why use IMT? 

 

In view of the above caveats and contestations, why, then, opt for IMT as the 

preferred theoretical framework? Obviously, exploring the research questions 

ǘƘǊƻǳƎƘ ǘƘŜ ƎŜƴŘŜǊ ƭŜƴǎ ƻŦ ΨƳŀǎŎǳƭƛƴƛǘƛŜǎΩ ǿŀǎ ƛƳƳŜŘƛŀǘŜƭȅ ŀǇǇŜŀƭƛƴƎ ǎƛƴŎŜ L ŎƻǳƭŘΣ 

for example, examine the ways in which boys who dance transgress the concept of 

ΨƘŜƎŜƳƻƴƛŎ ƳŀǎŎǳƭƛƴƛǘȅΩ ŀǎ ǘƘŜƻǊƛȊŜŘ ōȅ /ƻƴƴŜƭƭΦ IƻǿŜǾŜǊΣ ŦǳǊǘƘŜǊ ǊŜŀŘƛƴƎ όōŜȅƻƴŘ 

Connell and often poststructuralist in orientation) led me to believe that hegemonic 

masculinity was now rather limited in its utility to reflect on the more nuanced 

state of contemporary gender and power relations - especially so when, for 

example, one considers the improved social landscape for gay men and women in 

the UK in social, political and legal spheres (Weeks, 2007). What was required then  
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was a contemporary theory of masculinity, less reliant on typologies (although in 

practice these are hard to avoid) and one in sympathy with my social 

constructionist orientation. 

 

 

Described as the άƳƻǎǘ prolific paradigm of theorizing the increasingly liberal nature 

ƻŦ ŎƻƴǘŜƳǇƻǊŀǊȅ ƳŀǎŎǳƭƛƴƛǘƛŜǎέ (Magrath & Scoats, 2017, p.9), inclusive masculinity 

theory (Anderson, 2009), is a paradigm that offers a neat and compleƳŜƴǘŀǊȅ ΨŦƛǘΩ 

between poststructuralist notions of identity and power and social constructionist 

accounts of gender and sexual identity formation. A further and compelling appeal 

of IMT is its regard for the materiality of the body (which is, after all, the essence of 

dance), but which in some post-structuralist theorising is an άŀōǎŜƴǘ ǇǊŜǎŜƴŎŜέ 

according to Leder, (1995, p.1). Writing about such approaches to the body, Pickard 

notes, άώǘϐƘŜ ōƻŘȅ ōŜŎƻƳŜǎ ŀ ǾŜƘƛŎƭŜ ƻŦ ŜȄǇǊŜǎǎƛƻƴ ƻŦ ǘƘŜ ǎŜƭŦ ōǳǘ ƛƴ Ƴƻǎǘ ŎŀǎŜǎ ǿƘŀǘ 

is explored are the kinds of talk or accounts that subjects give in particular social 

ŎƻƴǘŜȄǘǎέ (Pickard, 2015, p.47). This need to move beyond the confines of discourse 

ŀƴŘ ǘƻ ŜƳōǊŀŎŜ ǘƘŜ ŎƻǊǇƻǊŜŀƭƛǘȅ ƻŦ ǘƘŜ ōƻŘȅ ƛǎ ŜƴŀōƭŜŘ ōȅ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅ 

ǘƘŜƻǊȅΩ ό!ƴŘŜǊǎƻƴΣ нллфύΣ ǎƛƴŎŜ ƛǘ Ǉŀȅǎ ŀǘǘŜƴǘƛƻƴ ǘƻ ōƻǘƘ Řiscursive elements and 

embodied experiences, vital constituents in capturing the complexity of young male 

ŘŀƴŎŜǊǎΩ ƭƛǾŜǎΦ 

 
 
 

Epistemologically speaking, as noted above, IMT is drawn from poststructuralist 

notions of identity and power together with social constructionist accounts of 

gender and sexual identity formation. As such, it accords with my own view that, 

άǘƘŜǊŜ ŜȄƛǎǘ Ƴǳƭtiple masculinities among men, whether they be multiple  
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orthodox masculinities ƻǊ ƳǳƭǘƛǇƭŜ ƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘƛŜǎέ (Anderson, 2009, p.31) 

ς a pleasing recognition of multiplicities within the seemingly binary constraints 

of inclusive and orthodox masculinities. 

 

 

Furthermore, IMT is flexible and capable of explaining the social dynamics in 

ŎƻƴǘŜȄǘǎ ǿƛǘƘ ōƻǘƘ ƘƛƎƘ ŀƴŘ ƭƻǿ ƭŜǾŜƭǎ ƻŦ ƘƻƳƻƘȅǎǘŜǊƛŀΣ ǿƘŜǊŜŀǎ /ƻƴƴŜƭƭΩǎ 

hegemonic masculinity is άǳƴŀōƭŜ to capture the complexity of what occurs as 

cultural homopƘƻōƛŀ ŘƛƳƛƴƛǎƘŜǎέ (Anderson, 2009, p.7) since it was first 

conceptualised in the mid-1980s when Western culture was not low in 

homohysteria, but since then, άǎƛƎƴƛŦƛŎŀƴǘ ŎƘŀƴƎŜǎέ have occurred which make 

Connell`s theory άǊŜŘǳƴŘŀƴǘ ƛƴ ǘƻŘŀȅȫǎ ŎǳƭǘǳǊŜέ according to Anderson (2009, 

p.32). 

 

 

However, as previously explained, IMT has not been accepted uncritically. Anderson, 

ŦƻǊ ŜȄŀƳǇƭŜΣ ŀǇǇŜŀǊǎ ǘƻƻ ǉǳƛŎƪ ǘƻ ǊŜƭŜƎŀǘŜ /ƻƴƴŜƭƭΩǎ ǿƻǊƪ ǘƻ ǘƘŜ ŀƴƴŀƭǎ ƻŦ ƘƛǎǘƻǊȅΦ 

Unlike hegemonic masculinity, IMT is not sustained by homophobia and an 

associated fear of the feminine, and despite the indisputable changes that have 

occurred in gender relations since the 1980s, the extent and effects of these changes 

is still open to debate. While the paradigm of IMT is suitable for exploring 

contemporary masculinities, AƴŘŜǊǎƻƴΩǎ ŎƻƴŎƭǳǎƛƻƴΣ ǘƘŀǘ ǿŜ ŀǊŜ ƴƻǿ ƭƛǾƛƴƎ ƛƴ ŀ 

ŎǳƭǘǳǊŜ ƻŦ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩΣ ƛǎ ƴƻƴŜǘƘŜƭŜǎǎ ōƻƭŘ ŀƴŘ ŎƻƴǘǊƻǾŜǊǎƛŀƭΦ CƻǊ ŜȄŀƳǇƭŜΣ 

as a (supposedly) universalising discourse, I argue that, as yet, IMT has been under-

researched and not theorised fully in relation to men across the life course. 

Furthermore, as I find and discuss in Chapters Five, Six & Seven, probably fuelled by  
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ƘƻƳƻǇƘƻōƛŀ ŀƴŘ ŀ ŦŜŀǊ ƻŦ ǘƘŜ ΨŦŜƳƛƴƛƴŜΩΣ ŀ ƳƛƴƻǊƛǘȅ ƻŦ ōƻȅǎΩ ŦŀǘƘŜǊǎ όŜŘǳŎŀǘŜŘ ŀƴŘ  

middle-class) were uneasy with, or evŜƴ ƘƻǎǘƛƭŜ ǘƻΣ ǘƘŜƛǊ ǎƻƴǎΩ ŘŀƴŎƛƴƎ ς a 

problematic masculinity at odds with IMT, while boys themselves were acutely 

aware of the necessity for ongoing gender boundary maintenance and masculine 

and/or heterosexual recuperation. It is, therefore, at least in part, this 

contentiousness that makes IMT a fascinating choice of lens to explore how young 

male dancers make sense of their masculine identities, and to understand why 

ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩΣ ǇǊŀŎǘƛǎŜŘ ōȅ ȅƻǳƴƎ ƳŀƭŜ ŘŀƴŎŜǊǎ ǘƘŜƳǎŜƭǾŜǎΣ ƛǎ ƴƻǘ ŜƴŀŎǘŜŘ 

by all of their male peers. 

 

 

In common with many other interpretative frameworks, I believe the study of 

masculinities is best regarded as an interdisciplinary field broadly concerned with 

the social construction of what it means to be a man, their behaviours, social roles 

and relations within a given society, alongside the meanings attributed to them. 

LƳǇƻǊǘŀƴǘƭȅ ǘƘŜƴΣ ǘƘŜ ǘŜǊƳ ΨƳŀǎŎǳƭƛƴƛǘȅΩ ǎǘǊŜǎǎŜǎ ƎŜƴŘŜǊΣ ǳƴƭƛƪŜ ΨƳŀƭŜΩΣ ǿƘƛŎƘ 

stresses biological sex. This is significant and worth reiteration because the study of 

masculinities need not be confined to biological males; instead the field can deal 

with a diversity of identities, behaviours and meanings that occupy the label 

ΨƳŀǎŎǳƭƛƴŜΩ ōǳǘΣ ƛƳǇƻǊǘŀƴǘƭȅ ǘƻƻΣ ƛǘ ŘƻŜǎ ƴƻǘ ŀǎǎǳƳŜ ǘƘŀǘ ǘƘŜȅ ŀǊŜ ǳƴƛǾŜǊǎŀƭΦ 

Although ǊŜŦŜǊǊƛƴƎ ǘƻ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅ ǘƘŜƻǊȅΩ ŀǎ ŀ ǎƛƴƎǳƭŀǊ ƴƻǳƴΣ ǿŜ ǎƘƻǳƭŘΣ ŀǎ 

!ƴŘŜǊǎƻƴ ŀŎƪƴƻǿƭŜŘƎŜǎ ŀōƻǾŜΣ ǊŜŦŜǊ ǘƻ ΨƳŀǎŎǳƭƛƴƛǘƛŜǎΩ ƛƴ ǘƘŜ ǇƭǳǊŀƭ ǘƻ ŀŎŎƻƳƳƻŘŀǘŜ 

this diversity, while acknowledging the cautions of several scholars (e.g. Hood-

Williams & Harrison, 1998; Francis, 2000, 2002; Warin, 2006) to resist wherever 

possible the diminution of gender analysis to typologies or essentialism. 
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Speaking of essentialism, we know that male dancers engage in an activity which is 

culturally ŎƻŘŜŘ ŀǎ ΨŦŜƳƛƴƛƴŜΩ ƻŦǘŜƴ ǊŜƴŘŜǊƛƴƎ ǘƘŜƳ ΨǳƴƳŀǎŎǳƭƛƴŜΩ ŀƴŘ ƭƛŀōƭŜ ǘƻ ŀ 

homosexual presumption. As the preferred critical lens for analysing the experiences 

of these male dancers, IMT focuses directly on this fear of being thought gay, 

conceptualized as homohysteria (Anderson, 2009), alongside a related concept, 

homophobia, which was found to be of ΨŘŜŎƭƛƴƛƴƎ ǎƛƎƴƛŦƛŎŀƴŎŜΩ (McCormack, 2012, p. 

xxiv). Employing IMT would, therefore, enable me to ascertain if its claims could be 

validated by the lived experiences of young male dancers, but as I explicate over 

Chapters Five, Six & Seven, I was unable to endorse this. 

 

 

aƛƴŜ ǿŀǎ ŀƴ ƻǊƛƎƛƴŀƭ ŀƴŘ ƴƻǾŜƭ ǘŀǎƪΤ ƻƴƭȅ !ƴŘŜǊǎƻƴΩǎ ǎǘǳŘȅ ƻŦ ŎƻƭƭŜƎŜ ƳŀƭŜ 

cheerleading in the USA (Anderson, 2005b), could be regarded as analogous since, 

ƭƛƪŜ ŘŀƴŎŜΣ ƛǘ ƛǎ ŎǳƭǘǳǊŀƭƭȅ ŀǎŎǊƛōŜŘ ŀǎ ΨŦŜƳƛƴƛƴŜΩ ό5ŀǾƛǎΣ мффлΤ !ŘŀƳǎ ϧ .ŜǘǘƛǎΣ нллоύΦ 

!ƴŘŜǊǎƻƴ ŦƻǳƴŘ ǘƘŀǘ ƳŀƭŜǎ ǿƘƻ ŎƘŜŜǊƭŜŀŘ ŀǊŜ άself-promoted as real men, daring, 

heterosexual, and strong enough to hold a girl (or two) above their heads, yet agile 

ŜƴƻǳƎƘ ǘƻ ǇŜǊŦƻǊƳ ŎƻƳǇƭŜȄ ƎȅƳƴŀǎǘƛŎ ǊƻǳǘƛƴŜǎέ (Anderson, 2009, p.116). 

/ƻƴŎŜǇǘǳŀƭƛȊƛƴƎ ŎƘŜŜǊƭŜŀŘƛƴƎ ǘƘƛǎ ǿŀȅ ŀǎǎƛǎǘŜŘ ƘŜǘŜǊƻǎŜȄǳŀƭ ƳŜƴ ǘƻ άraise their 

ƳŀǎŎǳƭƛƴŜ ŎŀǇƛǘŀƭ ŀƴŘ ǿŀǊŘ ƻŦŦ ƘƻƳƻǎŜȄǳŀƭ ǎǳǎǇƛŎƛƻƴέ but without the need to 

invoke homophobia, while living in a culture of άƎŀȅ ǎǳǎǇƛŎƛƻƴέ (i.e. a homohysteric 

culture) these men were άƻǾŜǊ-the-top ŀōƻǳǘ Ƙƻǿ ƘŜǘŜǊƻǎŜȄǳŀƭ ǘƘŜȅ ǿŜǊŜέΣ argued 

Anderson (ibid., p.118). 

 
 
 

This point took my theorising in a new, but closely related direction, exploring the 

ǿƻǊƪ ƻŦ aŎ/ƻǊƳŀŎƪ όнлмнύ ǿƘƻǎŜ ŎƻƴŎŜǇǘǳŀƭƛǎŀǘƛƻƴ ƻŦ ΨƘŜǘŜǊƻǎŜȄǳŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴΩ 
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I subsequently utilised to explain how young male dancers re-inscribe their 

heterosexual orientation by deploying a range of heteronormative techniques, 

such as professing attraction to females. Chapter Three, which focusses on dance 

ŀƴŘ ƳŀǎŎǳƭƛƴƛǘȅΣ Ŏƻƴǘŀƛƴǎ ƳƻǊŜ ŘƛǎŎǳǎǎƛƻƴ ƻŦ ǘƘƛǎΣ ǎǳŎƘ ŀǎ ǘƘŜ ΨƳŀƪŜ ƛǘ ƳŀŎƘƻΩ 

strategy, identified by Fisher (2007) designed to broaden the appeal of ballet to 

males by constructing it as physically tough, competitive and solidly heterosexual. 

 

 

And so, while recuperating heterosexuality was judged an effective means of 

contesting the discourse that posits male dancers as subject to a homosexual 

presumption, it was also necessary to address the other discourse that codes dance 

ŀǎ ΨŦŜƳƛƴƛƴŜΩ ŀƴŘ ǎƻ L ƻǇŜǊŀǘƛƻƴŀƭƛǎŜŘ ŀ ŦǳǊǘƘŜǊ ǊŜŎǳǇŜǊŀǘƛǾŜ ŎƻƴŎŜǇǘΣ ǘƘŀǘ ƻŦ 

ΨƳŀǎŎǳƭƛƴŜ ǊŜŎǳǇŜǊŀǘƛƻƴΩ όIŀƴǎŜƴΣ мффсύ ǘƻ explain how boys, irrespective of their 

sexuality, sought to re-ƛƴǎŎǊƛōŜ ǘƘŜƛǊ ƛŘŜƴǘƛǘȅ ŀǎ ΨƳŀǎŎǳƭƛƴŜΩ ƴƻǘ ΨŦŜƳƛƴƛƴŜΩΦ ¢Ƙƛǎ ǿŀǎ 

first used in anthropology to describe a common theme in Hindu nationalist 

discourses in India, described as άǘƘŜ ƳŜǘŀǇƘƻǊƛŎŀƭ condensation of a myth of loss, or 

ǘƘŜŦǘΣ ƻŦ ƳŀǎŎǳƭƛƴƛǘȅέ ƻƴ ǘƘŜ ǇŀǊǘ ƻŦ IƛƴŘǳ ƳŀƭŜǎ ǿƘƻ ǿŜǊŜ άdriven by an urge to 

ƻǾŜǊŎƻƳŜ ǘƘƛǎ ǇŜǊŎŜƛǾŜŘ ŜŦŦŜƳƛƴƛȊŀǘƛƻƴ ōȅ ŜȄǇǳƴƎƛƴƎ ǘƘŜ aǳǎƭƛƳ ΨhǘƘŜǊΩέ (Hansen, 

1996, p.138). The concept was later adopted by scholars in education to critique the 

ΨŦŀƛƭƛƴƎ ōƻȅǎΩ ŘŜōŀǘŜ ƛƴ !ǳǎǘǊŀƭƛŀΣ bƻǊǘƘ !ƳŜǊƛŎŀ ŀƴŘ ǘƘŜ ¦Y ŀƴŘ ƛǘǎ ǎƛǊŜƴ Ŏŀƭƭ - for 

ƳƻǊŜ ƳŀƭŜ ǘŜŀŎƘŜǊǎΦ {ǳŎƘ Ŏŀƭƭǎ ǿŜǊŜ ŘǊƛǾŜƴ ōȅ ŀ άrecuperative masculinity politicsέ 

(Martino & Kehler, 2006, p.1), predicated on the perceived feminisation of schooling 

ŀƴŘ ƛǘǎ ŘŜǘǊƛƳŜƴǘŀƭ ŜŦŦŜŎǘǎ ƻƴ ōƻȅǎΩ ŜŘǳŎŀǘƛƻƴΦ ¢ƘŜǎŜ ŘŜōŀǘŜǎ ŜƴŘǳǊŜΣ ŀƴŘ ŀǎ L 

ŜȄǇƭƛŎŀǘŜ ƛƴ /ƘŀǇǘŜǊ {ŜǾŜƴΣ ǘƘŜ Ŏŀƭƭ ŦƻǊ ƳƻǊŜ ƳŀƭŜ ŘŀƴŎŜ ǘŜŀŎƘŜǊǎ ŀǎ ΨǊƻƭŜ ƳƻŘŜƭǎΩ ƛǎ 

sometimes accompanied by essentialist, recuperative practices such ŀǎ ΨtǊƻƧŜŎǘ .Ω , a 
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ǊŜŎǊǳƛǘƛƴƎ ƛƴƛǘƛŀǘƛǾŜ ǇǊŜŘƛŎŀǘŜŘ ƻƴ ǘƘŜ ŀŦƻǊŜƳŜƴǘƛƻƴŜŘ ΨƳŀƪŜ ƛǘ ƳŀŎƘƻΩ ŀǇǇǊƻŀŎƘ 

(Fisher, 2007). 

 

 

2.4 Summary 
 

 

This chapter has analysed and discussed salient literature whose theoretical 

underpinnings are of ƎŜƴŘŜǊ ŀǎ ŀ ǎƻŎƛŀƭ ŎƻƴǎǘǊǳŎǘƛƻƴΣ ǎǳŎƘ ŀǎ /ƻƴƴŜƭƭΩǎ 

ŎƻƴŎŜǇǘǳŀƭƛȊŀǘƛƻƴ ƻŦ ƳǳƭǘƛǇƭŜΣ ƘƛŜǊŀǊŎƘƛŎŀƭ ƳŀǎŎǳƭƛƴƛǘƛŜǎΦ IƻǿŜǾŜǊΣ ǘƘƛǎ ΨƘŜƎŜƳƻƴƛŎ 

ƳŀǎŎǳƭƛƴƛǘȅΩ ǿŀǎ ōǳǘ ŀ ǇǊŜŎǳǊǎƻǊ ǘƻ ǘƘŜ Ƴŀƛƴ ŜǇƛǎǘŜƳƻƭƻƎƛŎŀƭ ōŀǎƛǎ ƻŦ ǘƘŜ ǘƘŜǎƛǎΣ Ƴȅ 

ŀǇǇƭƛŎŀǘƛƻƴ ƻŦ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅ ǘƘŜƻǊȅΩ ό!ƴŘŜǊǎƻƴΣ нллфύΣ ǇǊŜŘƛŎŀǘŜŘ ƻƴ 

poststructuralist theories of gender identity formation, to illuminate the lived 

experiences of young male dancers. After considering what constitutes IMT, I have 

then explored some critiques levelled against it before making a case for its use, 

arguing, amongst other things, that its bold claims such as a declining significance of 

homophobia and an erosion of homohysteria, ought to be tested in new contexts, 

such as the secondary schools inhabited by these young male dancers. 

 
 
 

Furthermore, I have explored two related concepts - ƻŦ ΨƘŜǘŜǊƻǎŜȄǳŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴΩ 

όaŎ/ƻǊƳŀŎƪΣ нлмнύ ŀƴŘ ΨƳŀǎŎǳƭƛƴŜ ǊŜŎǳǇŜǊŀǘƛƻƴΩ όIŀƴǎŜƴΣ мффсύΣ ƘƛƎƘƭƛƎƘǘƛƴƎ ǘƘŜƛǊ 

relevance to my research, and in particular the ways in which they are used ōȅ ōƻȅǎΩ 

to contest the discourses about dance and masculinity. Thus, in subsequent 

ŎƘŀǇǘŜǊǎ L ǿƛƭƭ ŀǊƎǳŜ ǘƘŀǘ ŎƻŘƛƴƎ ŘŀƴŎŜ ŀǎ ŀ ΨŦŜƳƛƴƛƴŜΩ ŀŎǘƛǾƛǘȅ ƛǎ ŎƻƴǘŜǎǘŜŘ ōȅ ōƻȅǎΩ 

ŘŜǇƭƻȅƳŜƴǘ ƻŦ ΨƳŀǎŎǳƭƛƴŜ ǊŜŎǳǇŜǊŀǘƛƻƴΩ όIŀƴǎŜƴΣ мффсύΣ ǿƘƛƭŜ ǇƻǎƛǘƛƴƎ ƳŀƭŜ 
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ŘŀƴŎŜǊǎ ŀǎ ƘƻƳƻǎŜȄǳŀƭ ƛǎ ŎƻƴǘŜǎǘŜŘ ōȅ ǘƘŜƛǊ ǳǎŜ ƻŦ ΨƘŜǘŜǊƻǎŜȄǳŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴΩ 

(McCormack, 2012). 

 
 
 

Retaining a focus on masculinities, the next chapter will focus on exploring, 

synthesising and analysing the salient literature on males who dance, and will 

illuminate the continued significance of the two discourses that pertain to dance and 

masculinity. A concluding and comparative section will then place these two 

chapters in dialogue with each other. 
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Chapter 3  Males who dance: addressing the dominant discourses 

 
 
 

3.1 Introduction 

 

This chapter analyses and synthesises key literature on males who dance in the 

West. Specifically, I will interrogate the continued salience of the two dominant and 

interlinked discourses that surround dance and masculinity - that dance is for 

females (e.g. Sanderson, 2000, 2001; Stinson, 2001, 2005; Gard, 2003; Risner, 2009a) 

and that boys who dance are subject to a homosexual presumption (e.g. Rodgers, 

1966; Grant, 1985; Hamilton, 1999; Risner, 2002b, 2002c, 2007, 2014) - and 

explicate how these discourses have been treated in dance scholarship. However, 

since they are so closely intertwined it would be unwise to consider them 

separately, and so I proceed by focusing on the key themes related to these 

discourses that have engaged dance scholars. 

 

 

My analysis will focus on important geographical areas in the West where dance 

research has been relatively prolific - the USA and Europe, including the UK - and on 

ǘƘŜ ƪŜȅ ƎŜƴǊŜǎ ƻŦ ōŀƭƭŜǘΣ ǘŀǇΣ ŀƴŘ ƧŀȊȊΣ ƻŦǘŜƴ ǊŜŦŜǊǊŜŘ ǘƻ ŀǎ ΨǘƘŜŀǘǊŜΩ ŘŀƴŎŜΣ ǎƛƴŎŜ ǘƘŜ 

discourses emanated from here, especially from the realm of ballet. Nonetheless, I 

shall also consider more recreational forms such as ballroom and urban dance (e.g. 

break, hip-hop and street dance) since, discursively, these can be coded quite 

differently in terms of their ΨmasculinityΩ. 

 

 

Initial searches revealed that academic literature on boys and dance in England is 

ǊŜƭŀǘƛǾŜƭȅ ǎǇŀǊǎŜΦ aȅ ǎǇŜŎƛŦƛŎ ǊŜǎŜŀǊŎƘ ǘƻǇƛŎΣ ƻŦ ōƻȅǎΩ ŘŀƴŎŜ ƛƴ ǘƘŜƛǊ ǎŜŎƻƴŘŀǊȅ 
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schools and private-sector pre-vocational dance schools has not been addressed in 

any substantive way. I intend, therefore, that my findings will help to address a gap 

in our knowledge and so help remediate the inattention paid to the experiences of 

young male dancers whose voices have been, as yet, unheard. This knowledge gap 

ǿŀǎ ǊŜŎŜƴǘƭȅ ŦƭŀƎƎŜŘ ōȅ ǎŎƘƻƭŀǊǎ ǿƘƻ ƴƻǘŜŘΣ άthe lived experiences of the boys and 

ƎƛǊƭǎ ƛƴ ǘƘŜ ŘŀƴŎŜ ǎǘǳŘƛƻ ǊŜƳŀƛƴ ǘƻ ōŜ ŜȄǇƭƻǊŜŘ Χέ (Clegg, Owton & Allen-Collinson, 

2017, p.11). Interestingly, this was a repeat of their call made in 2016 when, after 

researching gendered inequalities in dance, they concluded that as the experience of 

males was only available to them άǎŜŎƻƴŘ-ƘŀƴŘέΣ then further research could 

άǇǊƻŦƛǘŀōƭȅ ŜȄǇƭƻǊŜ ƳŀƭŜ ŘŀƴŎŜǊǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ŘƛǊŜŎǘƭȅΣ ǘƻ ƎƛǾŜ ŀ ǾƻƛŎŜ ǘƻ ǘƘŜƛǊ ƭƛǾŜŘ 

ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ƎŜƴŘŜǊ ǿƛǘƘƛƴ ŘŀƴŎŜέ (Clegg, Owton & Allen-Collinson, 2016, p.14). 

My research has done just that. 

 

 

However, while dance research in England has not principally focused on boys who 

dance, it has nonetheless been active in other, often related domains such as 

aesthetics and embodiment (e.g. Pickard, 2012, 2013, 2015), choreographic and 

somatic practices (e.g. DeLahunta, Clarke & Burnard, 2012); community/publicly-

funded dance (e.g. Sanderson, 2000), dance science (e.g. Beck, Wyon & Redding, 

2015), race (e.g. West, 2005) and dance and social class (e.g. Sanderson, 2008; 

¢ǎƛǘǎƻǳΣ нлмпύΦ !ƴ ŜȄŎŜǇǘƛƻƴ ƛǎ .ǳǊǘΩǎ όмффрύ ǿƻǊƪ ƻƴ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎ ƻŦ ƳŀǎŎǳƭƛƴƛǘȅ 

in twentieth-century theatre dance, a seminal publication discussed later in this 

chapter. 
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Moving beyond England (and the UK), further pockets of literature were also located, 

most notably from the USA/Canada and less so from some European countries such 

as Sweden and Finland and further afield, from Australia.  Irrespective of geography, 

and as in the UK, their emphasis has mostly been on male dancers in mainstream 

educational settings, vocational training schools or in professional performance: only 

a handful have focused on boys in private sector pre-vocational dance education and 

training. These will be considered in due course. 

 

 

The paucity of literature is unsurprising since dance as a subject of academic enquiry 

is still relatively youthful. Significant research only began to appear in the late 1980`s 

but now the subject is more established at both undergraduate and post graduate 

level, the momentum of research and subsequent publication output, has increased 

commensurately. That said, most of the literature excludes the private dance sector 

since it is, by its very nature, marginalised from mainstream education, often highly 

specialized, vocational or pre-vocational, and unlikely to warrant much research 

funding or attention. Nonetheless, the sector is a significant provider of dance 

education and training for young people and so it is timely that it be subject to 

academic enquiry. 

 

 

The chapter will also interrogate dance in the maintained sector of education in 

England where, sitting under the aegis of P.E., it is too often marginalised as a non-

ŀŎŀŘŜƳƛŎΣ ΨǎƻŦǘΩ ǎǳōƧŜŎǘ ŀƴŘ ƻƴŜ ǳƴŘŜǊ ǘƘǊŜŀt from a neoliberal curriculum that 

places little value on the arts. Often taught by non-specialist teachers, most of  
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ǿƘƻƳ ŀǊŜ ŦŜƳŀƭŜΣ ƛǘ ƛǎ ǘƻƻ ƻŦǘŜƴ ǊŜƎŀǊŘŜŘ ŀǎ ŀ ΨŦŜƳƛƴƛƴŜΩ ǎǳōƧŜŎǘ ŀƴŘΣ ŀǎ ǿƛǘƘ 

private sector dance, unworthy of much academic attention or action research by 

practitioners. 

 

However, regarding dance and gender in particular, there has been some strong 

scholarship, both at home and abroad (e.g. Burt, 1995; Gard, 2006; Lehikoinen, 

2005; Fisher & Shay (eds), 2009; Risner, 2009a; Pickard, 2015; Risner & Kerr-Berry, 

2016; Oliver & Risner (eds), 2017). Much of this has been published in the new 

millennium, an indication of a growing intersectional and interdisciplinary 

cognizance in the field that augurs well for dance scholarship as it transcends 

boundaries. In common with my research, much of this scholarship draws on 

sociological (or sociologically inspiredύ ǘƘŜƻǊȅΣ ǎǳŎƘ ŀǎ [ŜƘƛƪƻƛƴŜƴΩǎ ŘƛǎŎƻǳǊǎŜ 

ŀƴŀƭȅǎƛǎ ƻƴ ōƻȅǎΩ ŘŀƴŎŜ ƛƴ CƛƴƭŀƴŘ.  

 
 

As I explicate below, this interdisciplinarity will be evident in much of the research 

analysed in this chapter which, consonant with my research questions, I have nested 

under three broad themes: 

 

ǐ dance in education ς philosophy and policy 

 

ǐ the male dancer ς identity, conflict and representation 

 

ǐ teaching gender to undo heteronormativity 
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3.2  Dance in education: philosophy and policy 

 

As I stated at the outset, this thesis is not only a study of young males who partake 

of dance outside of school, but ƛǘ ŀƭǎƻ ŦƻŎǳǎǎŜǎ ƻƴ ŜȄǇƭƻǊƛƴƎ ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ 

dance within their secondary schools, either as a component of P.E. or more rarely, 

as a separate examination subject at GCSE or Advanced level.  As a school subject, 

dance is relatively new in educational terms; GCSE and A level dance examinations 

were developed approximately 30 years ago, although these were pre-dated by an 

Ordinary level examination in ballet.  Nowadays, at Key Stages One to Three in 

England, dance is subsumed within the physical education curriculum, a key factor 

that has hindered its development as a discrete subject (Sanderson, 1996) and as I 

will argue, continues to do so.  Beyond Key Stage Three, dance is merely optional, 

and deemed to be a non-academic subject, its status in the curriculum remains low. I 

begin, therefore, by analysing and synthesizing the key literature on dance in 

education since most pupils received their (often uninspiring) introduction to dance 

in their primary and secondary schools. Thereafter, I shall analyse the findings of 

recent reports to government on publicly funded dance provision, assessing their 

policy implications. Before that, however, I return to consider the philosophy that 

informs dance education in English primary and secondary schools. 

 
 
 

This philosophy is based on the άƳƛŘǿŀȅ ƳƻŘŜƭέ of dance education (Smith-Autard, 

1994), which views dance as an artform and is therefore concerned as much with 

aesthetics as with physical activity. As such, it advocates a balance between three 

key processes ς of composing, performing and viewing dance. Moreover, this 
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model forms the basis of dance education in schools and its tripartite structure (of 

composing, performing and viewing dance) is at the core of GCSE and Advanced 

level syllabuses. While striving to maintain a balance between the three 

components is clearly necessary, anecdotally speaking, pupils are often thought 

keener to perform dance than to create it or watch it, a tendency recognized by 

private-sector dance schools whose main focus is on training dancers for 

performance. 

 

While pupils` views on dance are important, little is actually known about them.  An 

exception to this is the work of Sanderson (2001) who sought the opinions of 

adolescents on their attitudes to dance. One thousand six hundred and sixty-eight 

(1668) boys and girls aged 11 to 16 years from 19 schools throughout England were 

involved, using a questionnaire which included four Likert-ǘȅǇŜ ΨŘŀƴŎŜ ŀǘǘƛǘǳŘŜ 

ǎŎŀƭŜǎΩΦ !ƭǘƘƻǳƎƘ ŀƴŀƭȅǎƛǎ ǎƘƻǿŜŘ ƭƛǘǘƭŜ ŎƘŀƴƎŜ ƛƴ ŀǘǘƛǘǳŘŜǎ ōŜǘǿŜŜƴ ǘƘŜ ŀƎŜǎ ƻŦ мм 

and 16 and no interaction of age and gender, girls displayed more positive attitudes 

than boys on two of the scales, one being attitudes towards ballet. Concluding her 

research, Sanderson believed that boys were favourably disposed towards some 

types of dance but not, for example, ballet, which provoked extreme negative 

reactions. As some gender scholars have established (e.g. Jackson, 2003), many male 

adolescents are unwilling to be associated with any activity that may be interpreted 

ŀǎ ΨŦŜƳƛƴƛƴŜΩΦ hȫ.ǊƛŜƴ όмффсύ ǎƘƻǿŜŘ ǘƘŀǘ ƴƻǘ ƻƴƭy are girls far more likely to attend 

ballet performances than boys in England but this bias is also reflected in the 

composition of adult audiences. Woolf (1983) described the major works of the 

ballet repertory as based on άǎƛƭƭȅέ stories, unlikely to appeal to male adolescents.  
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CǳǊǘƘŜǊƳƻǊŜΣ ŎƭŀǎǎƛŎŀƭ ōŀƭƭŜǘ ƎŜǎǘǳǊŜǎ ŀǊŜ ǿƛŘŜƭȅ ƛƴǘŜǊǇǊŜǘŜŘ ŀǎ ΨŦŜƳƛƴƛƴŜΩ ŀƴŘ ǘƘŜ 

male costumes, especially the wearing of tights, is anathema to most boys. These 

issues are instrumental in (re)producing the dominant discourses pertaining to 

dance and masculinity; against this backdrop, delivering dance in schools can be an 

άǳǇƘƛƭƭ ōŀǘǘƭŜέ according to one participant, Margaret, a secondary school dance 

teacher. 

 

Not only has there been a longstanding lack of male dance teachers in schools 

(Waddington et al., 1998), specialist female dance teachers like Margaret (above) are 

also in short supply. Consequently, as Chapter Five explains, the subject is often 

taught by non-specialist staff, usually female and with a physical education (P.E.) 

bacƪƎǊƻǳƴŘΦ ¢Ƙƛǎ ƭŜŘ {ŀƴŘŜǊǎƻƴ ǘƻ ǎǳƎƎŜǎǘ ǘƘŀǘΣ άschools seem to be perpetuating, 

by default, the prevailing negative view of the male dance artist among adolescent 

ōƻȅǎέ (Sanderson, 2001, p. 129). However, exceptionally, Keyworth wrote tellingly of 

becoming a male P.E. teacher with a particular interest in dance and of the resulting 

prejudice he encountered. He concluded that P.E. is often άƻǇǇǊŜǎǎƛǾŜΣ patriarchal 

ŀƴŘ ǎŜȄƛǎǘέ, and so restricts the άŎƻǊǇƻǊŜŀƭ ǇǊŜǎŜƴǘŀǘƛƻƴǎ ƻŦ ǘƘŜ ōƻŘƛŜǎ ƛǘ Ŏƻƴǘŀƛƴǎέ 

(Keyworth, 2001, p.117), a conclusion further validated by my research findings, 

discussed in Chapters Five, Six and Seven. Keyworth believes, as I do, that dance, as a 

subject, άǳƴŘŜǊƎƻŜǎ ŀ ǇǊƻŎŜǎǎ ƻŦ ŎƭƻǎǳǊŜ ŀǎ ƛǘ ǎǘŜǇǎ ōŜȅƻƴŘ the bounds of acceptable 

ƳŀƭŜ ΨǇŜǊŦƻǊƳŀƴŎŜΩ Χέ and that men need to be educated to άŘŜ-condition the ways 

ǘƘŜȅ ƘŀǾŜ ōŜŜƴ ǘŀǳƎƘǘ ǘƻ ōŜ ŀƴŘ ǘƘƛƴƪέ (Keyworth, 2001, p.133). 
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Since the millennium and despite its marginal status, dance has been the subject of 

some government-commissioned reviews. In 2008, Tony Hall (now Lord Hall) was 

asked to report on publicly funded dance education and youth dance in England 

and to produce recommendations to the government for future dance policy and 

provision. These findings, published as the Dance Review (Hall, 2008) found that 4.8 

Ƴƛƭƭƛƻƴ ǇŜƻǇƭŜ ǇŀǊǘƛŎƛǇŀǘŜ ƛƴ ΨŎƻƳƳǳƴƛǘȅ ŘŀƴŎŜΩΣ ǿƛǘƘ мо҈ ƻŦ ǘƘŜ ǇƻǇǳƭŀǘƛƻƴ 

attending dance performances. While the private dance sector was necessarily 

excluded from Hall`s remit, passing mention was nonetheless made of it as a major 

provider of dance provision.  Regrettably though, only brief reference was made to 

 

the stark gender inequalities in dance. 
 
 
 

 

In response to the Hall review, the government extended the remit of Youth Dance 

 

England (YDE), originally formed in 2004, to include state-funded schools; YDE were 

 

also required to produce a national strategy to provide coherence across funders 

 

and so develop further opportunities for young people to dance. In their subsequent 

 

and important 2010 ǇǳōƭƛŎŀǘƛƻƴΣ έ5ŀƴŎŜ Lƴ ŀƴŘ .ŜȅƻƴŘ {ŎƘƻƻƭǎέ (Siddall, 2010), it  
 
was noted, once again, that dance provision beyond schools could complement and 

enrich dance in the school curriculum. An emerging framework for engagement and 

progression in dance included reference to the role of the private-sector dance 

schools in offering a range of opportunities such as classes, examinations, 

performances and competitions. Disappointingly, the report fell short of promoting 

cross-sector working between the public and private dance sectors which too often 

continue to work in isolated, uncoordinated ways. 
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However, in contrast to the Hall review, the YDE report had this to say about dance 

 

and gender: 
 

Boys are the largest group of disadvantaged young people in terms of dance 
opportunities. In secondary schools where dance is taught within Physical 
Education single-sex teaching is the norm and dance may only be offered to 
girls. The majority of those teaching dance are female so there are few male 
role models and dance becomes associated with femininity at the very time 
that boys are establishing their adult masculine identity. The lack of access to 
dance in schools impedes boys accessing dance opportunities beyond schools 
(Siddall, 2010, p.32) 

 
 
 
 

Despite its reliance on the well-ǿƻǊƴ ΨǊƻƭŜ ƳƻŘŜƭΩ ŘƛǎŎƻǳǊǎŜΣ ƛǘ ǿŀǎ ƴƻƴŜǘƘŜƭŜǎǎ 

ǊŜŦǊŜǎƘƛƴƎ ǘƻ ǎŜŜ ŀŎƪƴƻǿƭŜŘƎŜŘ ǘƘŜ ǇǊƻōƭŜƳ ƻŦ ōƻȅǎΩ ŀŎŎŜǎǎ ǘƻ ŘŀƴŎŜΣ ŜǾŜƴ ƛŦ ŦŜǿ 

solutions were proposed. Moreover, the quotation amply illustrates the link 

between dance in and out of school, and how negative attitudes to dance formed in 

school can have adverse consequences for dance beyond it. However, it is difficult 

to agree fully with the YDE view that άŜǉǳŀƭƛǘȅ ƭŜƎƛǎƭŀǘƛƻƴ reflects the extent to 

which society has, in the main, moved on from homophobic and gender 

ŘƛǎŎǊƛƳƛƴŀǘƻǊȅ ŀǘǘƛǘǳŘŜǎέ (ibid., p.33) since the lived experiences of the majority of 

my research participants indicates that nothing much has changed, despite us living 

ƛƴ ŀƴ ŜǊŀ ƻŦ ǎǳǇǇƻǎŜŘ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩ ό!ƴŘŜǊǎƻƴΣ нллфύΦ IƻǿŜǾŜǊΣ ǘƘŜ ǊŜǇƻǊǘ 

contained a welcome reminder that, άώǎϐŎƘƻƻƭǎ ŀƴŘ ƻǘƘŜǊ ƻǊƎŀƴƛǎŀǘƛƻƴǎ ƘŀǾŜ ŀ 

responsibility to challenge negative assumptions and stereotypes and to promote 

equality of oǇǇƻǊǘǳƴƛǘȅ ǊŜƎŀǊŘƭŜǎǎ ƻŦ ƎŜƴŘŜǊέ (Siddall, 2010, p.33), but was short on 

detail as to how best to tackle this. 
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Discussions around educational opportunities will often involve a consideration of 

social class (e.g. Reay, 2017), but as mentioned in the introduction to this chapter, 

dance and social class has been largely ignored by dance scholars according to 

Wulff (1998) and continues to be so according to my analysis. For instance, no UK 

academic research was found on the social class composition of pupils in the 

private dance sector and how to overcome barriers for economically disadvantaged 

children. However, this issue was noted in a government report, Cultural Education 

in England (2011), commissioned by the Department for Culture, Media and Sport 

(DCMS) and Department for Education (DfE) to review the cultural education in 

England of children and young people aged 5-19. Its author, Henley, stated: 
 

Cultural education is also delivered by privately owned providers in areas 
such as music, dance and drama. Much of this provision is of a high standard 
and helps children and young people to develop a passion for taking part in 
cultural activities. There is a relationship between children`s membership of 
these groups and the ability of their parents to pay. This particular sector of 
Cultural Education tends not to be as available to young people from 
economically challenging backgrounds. (Henley, 2011, p.10) 

 

The review concluded with several recommendations, among them being that, 

 

ά[c]onsideration should be given to promoting Dance and Drama to subject areas in 

 

ǘƘŜƛǊ ƻǿƴ ǊƛƎƘǘΣ ǊŀǘƘŜǊ ǘƘŀƴ ōŜƛƴƎ ǎŜŜƴ ŀǎ ƧǳƴƛƻǊ ǇŀǊǘƴŜǊǎ ǘƻ tΦ9Φ ŀƴŘ 9ƴƎƭƛǎƘέ (ibid., 
 

p.58). Unsurprisingly, given the current neo-liberal agenda driving educational 

 

policy, this recommendation has been ignored and dance continues to be 

 

marginalised. 
 
 
 

 

Nonetheless, in whatever context dance takes place, it can facilitate positive impacts 
 

on children`s and young people`s physical health and wellbeing according to 

 

Burkhardt & Brennan (2012). A creative dance project, called Go Dance (2012),  
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located in Eastern England, examined the impact of a 10-week creative dance course 

on the physical health, psychological wellbeing and changing dance behaviours 

amongst children aged between 10 and 12 years of age. Of particular interest here 

are the findings which relate to boys, which show, as regards psychological 

wellbeing, that perceptions of pressure/tension (as a sub-scale of intrinsic 

motivation) were significantly improved among male members of the experimental 

group (Kozub, Spampinato-Korn & Chater, 2012) . Thus, creative dance has the 

potential to reduce perceptions of pressure and tension and improve levels of 

intrinsic motivation among boys. Some of the schoolteachers also reported 

improved behaviour and focus in other lessons, particularly among the male 

students who were seen to persevere for longer than perhaps they might have done 

previously. These findings accord with previous dance research by Carter (2004) and 

Hanna (2001) and underline, yet again, the myriad benefits that can arise from 

participation in dance. As childhood obesity is of growing concern in England and 

elsewhere (Public Health England, 2018), it surely behoves us to address the barriers 

discussed above, barriers that prevent participation in dance, be they of cultural or 

economic origin. Tackling the dominant discourses that surround dance and 

masculinity would be good place to start, and Chapter Eight contains 

recommendations towards this. 

 

 

3.3 The male dancer ς identity, conflict and representation 
 

This section will use key literature to develop an understanding of how some boys 

develop their identity as a dancer and to consider how constituent parts of that 

identity can be mediated by such elements as patriarchal privilege and sexuality.  

72 



Thereafter, I shall explore the representation of masculinity in dance, using the film 

Ψ.ƛƭƭȅ 9ƭƭƛƻǘΩ (2000) to exemplify how (hetero)masculinity is performed. Finally, I 

consider attempts to recuperate masculinity and/or heterosexuality in dance 

ǘƘǊƻǳƎƘ ŀ ΨƳŀƪŜ ƛǘ ƳŀŎƘƻΩ ǘŜŎƘƴƛǉǳŜ (Fisher, 2007), a valuable precursor to my 

ŦƛƴŘƛƴƎǎ ƛƴ /ƘŀǇǘŜǊ {ŜǾŜƴ ƻŦ ōƻȅǎΩ ǳǎŜ ƻŦ ΨƳŀǎŎǳƭƛƴŜΩ ŀƴŘκƻǊ ΨƘŜǘŜǊƻǎŜȄǳŀƭΩ 

recuperation (Hansen, 1996, and McCormack, 2012, respectively). I begin, however, 

with a brief focus on how boys are socialized into dance and the formation of their 

identity as a dancer. 

 

Nieminen, a Finnish researcher explored how children are socialized into dance and 

found that girls started to dance earlier than boys, with the average age of 12.8 

years for girls and 17.0 years for boys. This is also borne out by research from the 

USA (Risner, 2009) and from the UK (Holdsworth, 2013; Clegg, Owton & Allen-

Collinson, 2016). Reasons for this are, as yet, unclear but this finding is certainly 

worthy of further research since it would be useful to establish if, for instance, boys 

needed to be free from the heteronormative pressures of school before they opted 

to dance. By contrast, my findings indicate that 19 out of the 26 participants began 

to dance before they were 11 years old, and all were dancing by the time they were 

15, suggesting that some boys were able to contest these heteronormative 

discourses at an earlier age. 

 

 

¢ƘŜ CƛƴƴƛǎƘ ǊŜǎŜŀǊŎƘ ŀƭǎƻ ŦƻǳƴŘ ǘƘŀǘ ŎƘƛƭŘǊŜƴΩǎ ŘŀƴŎŜ ŜȄǇŜǊƛŜƴŎŜ ƛƴ ǘƘŜƛǊ Řŀȅ ǎŎƘƻƻƭǎ 

was not found to be determining factor affecting dance participation elsewhere. This 

chimes with my findings which suggest that uninspiring dance tuition in schools does  
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not necessarily deter boys from dancing beyond the school gates. Nonetheless,  

bƛŜƳƛƴŜƴΩǎ ǎǘǳŘȅΣ ǿƘƛŎƘ ƛƴǾƻƭǾŜŘ ǘƘǊŜŜ ƘǳƴŘǊŜŘ ŀƴŘ ŜƛƎƘǘ όолуύ ƳŀƭŜ ŀƴŘ ŦŜƳŀƭŜ 

adolescent dancers, highlighted a familiar gender-related theme and concluded that, 

άǘƘŜ ƛƴǾƻƭvement of non-professional men in ballet and modern dance is still a 

complex issue today and their participation is therefore limited. Men are still afraid of 

ǘƘŜ ƭŀōŜƭ ƻŦ ŦŜƳƛƴƛƴƛǘȅ ƛƴ ŘŀƴŎŜέ (Nieminen 1997, p.229). Although now dated, these 

findings reiterated the salience of the dominant cultural discourse that equates 

ŘŀƴŎŜ ǿƛǘƘ ǘƘŜ ΨŦŜƳƛƴƛƴŜΩΦ !ǎ ƻǳǘƭƛƴŜŘ ǇǊŜǾƛƻǳǎƭȅΣ ǊŜǎŜŀǊŎƘŜǊǎ ƘŀǾŜ ŜȄǇƭƻǊŜŘ ǘƘƛǎ 

ŦŜŀǊ ƻŦ ǘƘŜ ΨŦŜƳƛƴƛƴŜΩ ƛƴ ¦Y ŜŘǳŎŀǘƛƻƴŀƭ ŎƻƴǘŜȄǘǎ όŜΦƎΦ WŀŎƪǎƻƴΣ нллоΤ /ŀƴƴΣ 2013, 

2014), and found it to be a potent, continuing force in policing the boundaries of 

acceptable masculinity, but as my findings indicate, one capable of contestation, 

nonetheless. 

 

 

IƻǿŜǾŜǊΣ ŀǎ tƛŎƪŀǊŘΨǎ όнлмрύ ǿƻǊƪ ǊŜƳƛƴŘǎ ǳǎΣ ǎǳŎƘ ŎƻƴǘŜǎǘŀǘƛƻƴ ƛǎ ƴƻǘ ŜŀǎȅΦ IŜǊ 

innovative four-year longitudinal, ethnographic, empirical study of 12 young ballet 

dancers, (six girls and six boys), tracked their process of άōŜŎƻƳƛƴƎέ a ballet dancer 

as they undertook tuition in private sector pre-vocational dance schools. While 

focused on ballet, PickŀǊŘΩǎ ŦƛƴŘƛƴƎǎ ǎǳƎƎŜǎǘ ǘƘŀǘΣ ƛƴ ŀŘŘƛǘƛƻƴ ǘƻ ƳŀƴŀƎƛƴƎ ǘƘŜ 

dominant discourses that surround dance, both male and female pupils must 

demonstrate an acceptance of emotional and physical suffering for the sake of 

ballet as a performance art and of the body as an aesthetic project, whose outcome 

is that of a dancer as an embodied commodity (Pickard, 2015). 

 

tƛŎƪŀǊŘΩǎ study tracked adolescent dancers as they negotiated puberty. Whereas 

puberty describes only physical maturation, adolescence also includes cognitive and  
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socio-emotional maturity (Blakemore et al., 2010) and so offers a more holistic view 

of maturational change. Irrespective of gender, this can be a challenging time for 

young dancers and can lead to a decreases in technical skill, control, coordination 

and balance (Daniels, Rist & Rijven, 2001; Bowerman, Whatman, Harris & Bradshaw, 

2015). This regression, albeit temporary, is prompted by growth spurts in limb 

lengths (relative to the spine), and is accompanied by increases in height and 

weight, alterations in the accumulation and distribution of body fat and the 

development of secondary sexual characteristics. Such growth usually takes 

approximately 3 years from start to finish (Malina, Bouchard & Bar-Or, 2004) and 

starts on average at age 12 for girls and 14 for boys (Blakemore et al., 2010).  

 

This activation of the growth axis, which leads to a shift in body proportions, needs 

careful management by skilled teachers attuned to the physical and psychological 

impacts of adolescence and dedicated to reducing the risk of injury (Buckroyd, 2000; 

Pickard, 2012, 2013, 2015). Allied to this, several dance scholars (e.g. Tremblay & 

Lariviere, 2009; Cumming et al., 2012; Pickard, 2013) have advocated a biocultural 

approach, arguing that an awareness of ΨǘƘŜ ŎǳƭǘǳǊŀƭ ŎƻƴǘŜȄǘ ƛƴ ǿƘƛŎƘ ǇǳōŜǊǘȅ ƻŎŎǳǊǎ 

and meanings and values ascribed to it is essential for a more complete 

understanding of ǇǳōŜǊǘŀƭ ŀŘŀǇǘŀǘƛƻƴǎΩ (Mitchell et al., 2016, p. 83).  As such, these 

adaptations, such as focussing on development of musicality and artistry (rather 

than technique), might well, in the hands of knowledgeable and sensitive teachers, 

go unnoticed by dancers. Indeed, they appeared to do so with my participants who 

made no reference to such practices, nor to sustaining any serious dance-related 

injuries, save for experiencing ΨǇƻǎƛǘƛǾŜ ǇŀƛƴΩΣ ǿƘƛŎƘ was seen as a legitimate, even 

desirable aspect of dance culture (Buckroyd, 2000).   
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Notwithstanding the above, puberty can also bring benefits for young dancers. Boys, 

for example,  accrue strength and power in this phase (Buckroyd, 2000; Francisco, 

Alarcao & Narciso, 2012; Pickard, 2012, 2013), manifested in the development and 

definition of muscle, advantageous for grand allegro movements in ballet, but also 

in virtuosic movements in urban dance such as the single handstand. Gender 

theorists agree that these physical developments are crucial in defining men as 

ΨmasculineΩ (e.g. Connell, 2000), and as I noted during interviews, several 

participants described themselves (and other male dancers) ŀǎ ΨǎǘǊƻƴƎΩΣ ΨǘƻƴŜŘΩΣ ΨŦƛǘΩ 

ŀƴŘ ΨŀōƭŜ ǘƻ ƭŜŀŘ ƻǊ ƭƛŦǘ ŀ ƎƛǊƭΩ ς constructions that serve to recuperate their 

essentialist notions of ΨmasculinityΩ ŀƴŘ ŎƻƴǘŜǎǘ ǘƘŜ ŘƻƳƛƴŀƴǘ ŘƛǎŎƻǳǊǎŜ ƻŦ ƳŀƭŜ 

dancers as effeminate.    

 

 

Such work is valuable in highlighting the physical and emotional barriers which ballet 

and other dancers need to overcome. It is little wonder, therefore, that the subject 

remains a minority pastime for children, some of whom will abandon it rather than 

attempt to surmount these hurdles.  In Pickard`s study this is illustrated by the case 

of Kenzi, a British black African boy who dropped out after two years of the four-year 

programme, stating that he had to decide between, άŦƛǘǘƛƴƎ ƛƴ ǿƛǘƘ όƘƛǎύ ŦǊƛŜƴŘǎ ƻǊ 

fittƛƴƎ ƛƴ ǿƛǘƘ ōŀƭƭŜǘΧΦ ōŀƭƭŜǘ Ƙŀǎ ŎƘŀƴƎŜŘ ƳŜΥ ƘƛǇ-hop, street, crumping, they speak a 

 
ŘƛŦŦŜǊŜƴǘ ƭŀƴƎǳŀƎŜέ. As I explicate in Chapter Five, my participants confirmed that 

άŦƛǘǘƛƴƎ ƛƴέ was often problematic and/or impossible, especially in their secondary 

schools. In such circumstances, a resilient acceptance became essential to their 

longevity as a dancer. 
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Regrettably though, not all boys have the emotional resources to withstand such 

ƴƻǊƳŀǘƛǾŜ ƎŜƴŘŜǊ ǊŜƎǳƭŀǘƛƻƴ ŀƴŘ ΨŘǊƻǇ ƻǳǘΩ ƻŦ ŘŀƴŎŜ ŀƭǘƻƎŜǘƘŜǊ ƻǊ ŀōŀƴŘƻƴ ŀ 

ǇŀǊǘƛŎǳƭŀǊ ƎŜƴǊŜΦ !ǎ YŜƴȊƛΩǎ ǿƛǘƘŘǊŀǿŀƭ ŦǊƻƳ ǘƘŜ ōŀƭƭŜǘ ŎƻǳǊǎŜ ǎǳƎƎŜǎǘǎΣ ŀƴŘ ŀǎ Ƴȅ 

findings will illǳƳƛƴŀǘŜΣ ǎƻƳŜ ŘŀƴŎŜ ƎŜƴǊŜǎ ŀǊŜ ŎǳƭǘǳǊŀƭƭȅ ŎƻŘŜŘ ŀǎ ƳƻǊŜ ΨƳŀǎŎǳƭƛƴŜΩ 

than others (hip hop, street, crumping) and are able to valorise and recuperate 

masculinity in a way that, say, ballet cannot.  In this vein, Holdsworth (2013) 

investigated a ά.ƻȅǎΩ 5ŀƴŎƛƴƎά project, launched in the West Midlands which overtly 

and covertly challenged these dominant discourses pertaining to gender-appropriate 

dance genres. A key challenge for the project was to get the boys to appreciate 

dance styles other than street or hip-hop, taking movement vocabulary that was 

considered ΨŎƻƻƭ ƻǊ ŦǳƴƪȅΩ and manipulating and extending it to incorporate ΨƻǘƘŜǊ 

ƳƻŘŜǎ ƻŦ ǇƘȅǎƛŎŀƭ ŜȄǇǊŜǎǎƛƻƴΩ, according to David McKenna, the Artistic Director of 

Beingfrank (sic) Physical Theatre Company who led the project. However, observing 

ŀ ǎŜǎǎƛƻƴΣ IƻƭŘǎǿƻǊǘƘ ŎƻƳƳŜƴǘŜŘ ƻƴ ǘƘŜ ōƻȅǎΩ άƴƻƴ-conforming behaviours Χ of 

banter, back-ŎƘŀǘ ŀƴŘ ǇƘȅǎƛŎŀƭ ƘƻǊǎŜ ǇƭŀȅέΣ designed she believed άǘƻ ǎƘƻǊŜ ǳǇ ǘƘŜƛǊ 

masculine credentials to offset the potential associations of the activity they were 

ŜƴƎŀƎŜŘ ƛƴΦέ Or, put another way, their behaviour was a form of masculine and/or 

heterosexual ΨǊŜŎǳǇŜǊŀǘƛƻƴΩΦ !ƭǘƘƻǳƎƘ ƳŀƴƛŦŜǎǘŜŘ ƛƴ ŘƛŦŦŜǊŜƴǘ ǿŀȅǎΣ L ǘƻƻ ŦƻǳƴŘ ǘƘŀǘ 

boys seek to recuperate their masculinity; Chapter Seven analyses and discusses the 

six specific recuperative strategies identified in my data. 

 

 

²ƘƛƭŜ ōƻȅǎΩ ŘŜǇƭƻȅƳŜƴǘ ƻŦ ǎǳŎƘ ǊŜŎǳǇŜǊŀǘƛǾŜ ǎǘǊŀǘŜƎƛŜǎ ƛǎ ƴƻǘ ƴŜŎŜǎǎŀǊƛƭȅ 

surprising, since they are in response to Western discourses that posit dance as a  
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ΨŦŜƳƛƴƛƴŜ ΨŀŎǘƛǾƛǘȅ ŀƴŘ ƳŀƭŜ ŘŀƴŎŜǊǎ ŀǊŜ ǇǊŜǎǳƳŜŘ Ǝŀȅ όŜΦƎΦ IŀƴƴŀΣ мфууΤ {ƘŀǇƛǊƻΣ 

1998; Krauss, Hilsendager & Gottschild, 1997), this should be seen against another 

enduring phenomenon - that of male privilege in dance (e.g. Garber et al., 2007), a 

result of their άŜƴŘŀƴƎŜǊŜŘ ǎǘŀǘǳǎέ according to Fisher & Shay (2009, p.36). As my 

research shows, this male privilege can manifest itself in numerous other ways such 

as boys being given special treatment in performances, where they may be placed 

centre-stage, or given prominence in publicity and marketing by their dance schools. 

While relatively minor, these advantages can set in train a pattern of privilege that is 

ǊŜǇǊƻŘǳŎŜŘ ǘƘǊƻǳƎƘƻǳǘ ŀ ƳŀƭŜ ŘŀƴŎŜǊΩǎ ŎŀǊŜŜǊΣ ŀƴŘ ŀǎ L ǿƛƭƭ ƛƭƭǳǎǘǊŀǘŜΣ ǎǳŎƘ 

privileges are not always sought or welcomed. 

 

 

Similarly, as Adair (1992) and others have pointed out, while female dancers vastly 

outnumber males, it is the latter who more frequently occupy positions as 

choreographers or leaders (Hanna, 1988; Van Dyke, 1996), and female ballet 

choreographers continue to be a rarity according to Meglin and Brooks (2012). 

Nonetheless, even today this male privilege has not led to any substantial increase in 

the number of male dancers, perhaps because, as Crawford noted, male dominance 

in dance leadership άŎƻƴŦƻǊƳǎ ǘƻ ǊŀǘƘŜǊ ǘƘŀƴ ŎƘŀƭƭŜƴƎŜǎΣ ǘƘŜ ǾŜǊȅ ǎǘǊǳŎǘǳǊŜ ǘƘŀǘ 

brought about the scarcity in the first placeέ ό/ǊŀǿŦƻǊŘΣ 1994, p.40). Similarly, as 

Risner later concluded, άώŘϐŀƴŎŜ ŀƴŘ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴ Ƴŀȅ ǳƴǿƛǘǘƛƴƎƭȅ ǊŜǇǊƻŘǳŎŜ 

asymmetrical power relationships, social inequalities and sexist patriarchy by 

ǊŜŀŦŦƛǊƳƛƴƎ ǘƘŜ ǎǘŀǘǳǎ ǉǳƻ ƻǇŜǊŀǘƛƴƎ ƛƴ ŎƻƴǘŜƳǇƻǊŀǊȅ !ƳŜǊƛŎŀƴ ŎǳƭǘǳǊŜέ (Risner, 

2002c, p.63). 
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In our Western heterocentric culture, where dance is considered a deviant activity 
 

for males, especially heterosexual ones, there is clear evidence to indicate that 

 

dance attracts a large proportion of non-heterosexual males. Hamilton (1999), for 

 

example, established that gay and bisexual men comprise half the male population 

 

in dance in the USA; more recently, Risner`s study (2009a), found similar statistics 

 

with 47% of boys who danced self-identified as non-heterosexual. By way of 

 

comparison, my small-scale study of 26 participants found as follows: heterosexual 
 

11/26 (42.3%); homosexual 7/26 (26.9%); bi-sexual 1/26 (3.8%); unknown 7/26 

 

όнсΦф҈ύΦ aƻǎǘ ƻŦ ǘƘŜ ΨǳƴƪƴƻǿƴǎΩ ǊŜƭŀǘŜ ǘƻ ȅƻǳƴƎŜǊ ǇǊŜ-teen boys; over time then, 

 

these figures will change as they define their sexuality. Nonetheless, the data 

 

indicates higher incidences of non-heterosexual boys in dance than in the general UK 

 

population, estimated to be 1.7% according to the Office for National Statistics 

 

(2017). 
 
 
 

 

Hanna attempted to explain why a disproportionate number of homosexual men are 

 

attracted to dance, and ballet in particular, concluding that: 

 

Gay men identify with the effeminate yearnings, feelings and romantic 
ƛŘŜŀƭƛǎŀǘƛƻƴǎ ƻŦ ǘƘŜ ōŀƭƭŜǘΧ ōŀƭƭŜǘ ǇǊŜǎŜƴǘǎ ŀƴ ƛƭƭǳǎƛƻƴ ŜȄǇŜǊƛŜƴŎŜŘ ōȅ ǎƻƳŜ 
gay men as parallel to their relationship with women and the difficulties some 
Ǝŀȅǎ ƘŀǾŜ ƛƴ ŜǎǘŀōƭƛǎƘƛƴƎ ƭƻƴƎ ǘŜǊƳ ǊŜƭŀǘƛƻƴǎƘƛǇǎ ǿƛǘƘ ŜŀŎƘ ƻǘƘŜǊΧ ŘŀƴŎƛƴƎ 
όŦƻǊ Ǝŀȅ ƳŜƴύ ƳŀȅōŜ ŀƴ ŀǳŘƛǘƛƻƴ ŦƻǊ ƭƻǾŜǊǎΧōŀƭƭŜǘ Ƙŀǎ ƘŀŘ ǘƘŜ ŀǘǘǊŀŎǘƛƻƴ ƻŦ 
colourful costume, glamour and make-up. (Hanna, 1988, p.136) 

 

¢ǊƻǳōƭƛƴƎƭȅΣ όŀƴŘ ōŜȅƻƴŘ ƛǘǎ ǿƛƭŘ ƎŜƴŜǊŀƭƛǎŀǘƛƻƴύΣ IŀƴƴŀΩǎ ǾƛŜǿ ƛƳǇƭƛŜǎ ǘƘŀǘ 

 

homosexuality is a problem for gay men, thereby reproducing narrow stereotypes, 

 

including essentialised femininity and heteronormativity. Moreover, it homogenises 
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ōŀƭƭŜǘ ŀǎ ΨŜŦŦŜƳƛƴŀǘŜΩΣ ǘƘŜǊŜōȅ ǊŜǇǊƻŘǳŎƛƴƎ ǘƘŜ ŘƛǎŎƻǳǊǎŜ ƻŦ ŘŀƴŎŜ ŀǎ ŀƴǘƛǘƘŜǘƛŎŀƭ 

to masculinity. 

 
 
 

Of greater significance though is the work of Burt (1995) who addressed the 

representation of masculinity in twentieth-century dance. By examining the cultural, 

social, political and economic history of masculine representation in dance, Burt 

argued that the prejudice towards male dancers and the homophobia that 

surrounds gay and straight men in dance, is rooted in societal ideas about the body 

and male behaviour. Although a British academic, Burt wrote principally of 

modernism and modern American dance, examining images of men in twentieth-

century theatre dance to understand the representation of masculinity therein. 

Borrowing from both Sedgwick (1990) and Bristow (1988), Burt considered the 

conventions that regulate the gendered gaze of the male body, and especially the 

development of homophobia as a means for males to rationalize their close 

attraction to one another. 

 
 
 

Burt argued that men might enjoy watching other men dance, but in order to do 

so they must profess a repulsion toward homosexual desire or attraction. For the 

heterosexual male spectator, Burt believed there to be a tension at this boundary - 

between acceptable homosocial bonding and repressed homosexual attraction. 

Similarly, but later, Risner (2002b) hypothesised that similar uncomfortable 

boundary issues might apply to many fathers, siblings and friends who watch male 

students dance. One has only to think of the film Ψ.ƛƭƭȅ 9ƭƭƛƻǘΩ (2000), discussed  
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earlier in this chapter and ƴƻǘŜ ǘƘŜ ǊŜŀŎǘƛƻƴǎ ƻŦ .ƛƭƭȅΩǎ ŦŀǘƘŜǊ ŀƴŘ ōǊƻǘƘŜǊ όŀƳƻƴƎ 

others) to his participation in dance, to see this hypothesis played out. This might 

also explain the reluctance of some fathers to see their sons perform, as reported 

by a minority of my participants. 

 

 

Another key focus for Burt was that of dance movement/choreography and its 

relationship with masculinity. Here, he distinguished between modernist dance 

which evoked gender ŜǎǎŜƴǘƛŀƭƛǎƳ ƛƴ ǘƘŜ ŦƻǊƳ ƻŦ ƘŜǊƻƛŎ ΨƘȅǇŜǊƳŀǎŎǳƭƛƴƛǘȅΩ ŀƴŘ 

more radical avant-garde choreography which challenged and disrupted once 

dominant ways of representing masculinity. As I explicate later, the gendered 

associations with movement are still potent and problematic for many males who 

dance, reflecting the western European cultural paradigm that situates dance as 

ǇǊƛƳŀǊƛƭȅ ŀ ΨŦŜƳŀƭŜΩ ŀǊǘ ŦƻǊƳ ŀƴŘ Ƙŀǎ ŘƻƴŜ ǎƻ ǎƛƴŎŜ ǘƘŜ sixteenth century according 

ǘƻ IŀǎōǊƻƻƪ όмффоύΦ .ǳǊǘΩǎ ǎŜƳƛƴŀƭ ǿƻǊƪ ǎǇŀǿƴŜŘ ŀ ǎǿŀǘƘŜ ƻf research emanating 

mainly from the USA on gender and its social construction in relation to dance 

participation and attitudes to dance (e.g. Cushway, 1996; Sanderson, 1996; Stinson, 

1998, 2001; Au, 2002 ; Gard, 2001, 2003; Green, 2004; Risner, 2009), much of which 

has informed this chapter and thesis. 

 
 
 

As this research has shown, cultural contexts and differences are central to 

understanding and explaining why, in the Western world, most boys and men do 

not, or will not, dance. Some early scholars such as Kealiinokomoku (1970) 

criticised the implicit ethnocentrism in some dance research, noting that some non- 
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²ŜǎǘŜǊƴ ŘŀƴŎŜ ƛǎ ǇǊŜǎŜƴǘŜŘ ŀǎ ΨǇǊƛƳƛǘƛǾŜΩΣ ǘƘŜǊŜōȅ ŀƭƭƻǿƛƴƎ ²ŜǎǘŜǊƴ ǘƘŜŀǘǊƛŎŀƭ  

dance, especially ballet, to stand as the pinnacle of dance genres.  However, 

subsequent research has done much to embrace multiculturalism and diversity in 

dance education, with some findings on world dance highlighting the intertwining 

between dance, gender and cultural context. We know, for example, that African 

dance can encourage both males and females to express themselves through 

gender flexible movement without fear of ridicule (Asante, 1993; Kerr-Berry, 1994). 

However, a fundamental difference between West African and Western theatrical 

dance is observed by Kerr-.ŜǊǊȅ ǿƘƻ ƴƻǘŜŘΥ άMen participate freely in West African 

dance cultures without being ostracised by society - a fact reflective of the socio-

cultural context within which dance is situated ά(Kerr-Berry, 1994, p.44). 

 

 

In contemporary society, a key constituent of this socio-cultural context is the 

pervasiveness of the media, including social media, and its power in shaping the 

perceptions of audiences and users by its frequent (re)production or contestation 

of gender norms. In that vein, Ashley wrote: άώǘϐƘŜǊŜ ƛǎ ƭƛǘǘƭŜ Řƻǳōǘ ǘƘŀǘ ǘƘŜ ƳŜŘƛŀ 

relish any story in which a boy or group of boys disrupts conventional discourses of 

masculinity that posit activities such as singing or dancing as unsuitable for young 

ƳŀƭŜǎ ŀƴŘ ǘƘŜǊŜŦƻǊŜ ΨƎŀȅΩέ (Ashley, 2009b, p.179). The film, Ψ.ƛƭƭȅ 9ƭƭƛƻǘΩ, which told 

the story of a working-class boy from the North East who progressed to the Royal 

Ballet School, was a prime example of this, but contained many άŎƻƴŦǳǎŜŘ 

ƳŜǎǎŀƎŜǎέ (Ashley, 2009b, p.183) about boys and ballet, not least the one that 

posited that boys would suddenly wish to take up ballet. This did not happen,  
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despite a small spike in the number of boys successfully gaining places at the Royal 

Ballet School in 2001 when 14 boys and 10 girls were accepted ς marking a small 

departure from the usual 50/50 gender spilt in acceptances.  Given that these 

  

dancers would already have had several years of training behind them before 

applying, it was highly probable that the Ψ.ƛƭƭȅ 9ƭƭƛƻǘ ŜŦŦŜŎǘΩ was nothing more 

than media hyperbole. 

 

 

However, away from the rarified environment of the Royal Ballet School, analysis 

reveals that boys` dance genre choices are more likely to be tap, hip-hop, jazz or 

contemporary dance based on martial arts (Mirault, 2000).  Notably, the key dance 

element in the Ψ.ƛƭƭȅ 9ƭƭƛƻǘΩ film, apart from the final queer version of Swan Lake, is 

not classical ballet but a contemporary-style piece infused with some (ironic) nods 

ǘƻǿŀǊŘǎ ōŀƭƭŜǘ ōǳǘ ǇŜǊŦƻǊƳŜŘ ǘƻ ǘƘŜ ΨƎƭŀƳ ǊƻŎƪΩ ǎƻƴƎ άL [ƻǾŜ ǘƻ .ƻƻƎƛŜέ by T. Rex. 

Developed in the early 1970s, ΨƎƭŀƳ ǊƻŎƪΩ ǿŀǎ ǇŜǊŦƻǊƳŜŘ ōȅ ƳǳǎƛŎƛŀƴǎ ǿƘƻ ǿƻǊŜ 

flamboyant costumes, makeup and hairstyles, such as platform shoes and glitter, 

and included David Bowie, Alice Cooper and Marc Bolan of T Rex, alongside other 

bands like Queen and Roxy Music. These performances, often regarded as camp or 

androgynous, delighted in subverting normative gender roles according to 

Reynolds & Press (1996), just as Billy Elliot did in his preference for ballet over 

boxing, although Ashley regrets, as I do, that the Billy Elliot ΨǎǘƻǊȅΩ άǇǊƻƳƻǘŜŘ ƻƴƭȅ ŀ 

sensational and superficial motif of Ψballet boy challenges masculinity stereotypesΩ έ 

(Ashley, 2009b, p. 190). 
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Nonetheless, it is undoubtedly the case that the film explored performances of 

masculinity; for instance, Billy was the sole male dancer in the class and was 

best friends with a cross-dressing boy.  A notable scene in the Royal Ballet 

School ŎƘŀƴƎƛƴƎ ǊƻƻƳΣ ǿƛǘƘ .ƛƭƭȅȫǎ ǊŜƧŜŎǘƛƻƴ ƻŦ ŀƴŘ ǾƛƻƭŜƴŎŜ ǘƻǿŀǊŘǎ ŀ άǎƻŦǘέ, 

privileged middle-class boy, sought to recuperate his heterosexual credentials 

alongside his identity as a male dancer. In Billy ElliotΣ ŎƛƴŜƳŀΩǎ ƴŜŜŘ ǘƻ ǇǊƻƳƻǘŜ 

a heteronormative male dancer is paramount and little has changed since the 

recuperative techniques deployed in Fred Astaire films decades before. As 

Richardson noted, άώ¢ϐƘŜ ŦŜƳŀƭŜ ŘŀƴŎŜǊ Ƙŀǎ ƴŜǾŜǊ ōŜŜƴ ǾƛŜǿŜŘ ŀǎ ǎǳǎǇƛŎƛƻǳǎƭȅ 

gender dissident in the way the male dancer has been. Indeed, it would be 

ŘƛŦŦƛŎǳƭǘ ǘƻ ƛƳŀƎƛƴŜ ŀ ŦŜƳŀƭŜ ǾŜǊǎƛƻƴ ƻŦ ǘƘŜ .ƛƭƭȅ 9ƭƭƛƻǘ ǎǘƻǊȅέ (Richardson, 2016, 

p.8). 

 

 

!ǎ Ƴȅ ǊŜǎŜŀǊŎƘ ǎƘƻǿǎΣ ǘƘŜ ǳǎŜ ƻŦ ΨƘŜǘŜǊƻǎŜȄǳŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴΩ όaŎ/ƻǊƳŀŎƪΣ нлмнύΣ ƛǎ 

ǇǊŜǾŀƭŜƴǘ ǎǘƛƭƭ ŀƴŘ ƛǘǎ ŎƻƴǘƛƴǳŜŘ ǳǎŜΣ ŀƭƻƴƎ ǿƛǘƘ ΨƳŀǎŎǳƭƛƴŜ ǊŜŎǳǇŜǊŀǘƛƻƴΩ όIŀƴǎŜƴΣ 

1996), raises important questions about the ways in which patriarchal Western 

society continues to discourage males from dancing and also how it regulates those 

who do. Thus, in Chapter Seven I will explore how young male dancers contest the 

two dominant discourses surrounding dance and masculinity by their use of 

ΨƳŀǎŎǳƭƛƴŜΩ ŀƴŘκƻǊ ΨƘŜǘŜǊƻǎŜȄǳŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴΩΦ CƻǊ ƴƻǿΣ ǘƘƻǳƎƘΣ ōȅ ǿŀȅ ƻŦ ŎƻƴǘŜȄǘΣ 

L ƻŦŦŜǊ ŀ ǎȅƴǘƘŜǎƛǎ ƻŦ ƪŜȅ ƭƛǘŜǊŀǘǳǊŜ ǊŜƭŀǘƛƴƎ ǘƻ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨǊŜŎǳǇŜǊŀǘƛƻƴΩ ŀƴŘ 

trace its antecedents in dance scholarship, beginning with the work of Fisher (2007). 

 

 

wŜƭŀǘŜŘ ǘƻ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨƘŜǘŜǊƻǎŜȄǳŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴΩ όaŎ/ƻǊƳŀŎƪΣ 2012), but  
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pre-dating it, Fisher coined the phrase άƳŀƪŜ ƛǘ ƳŀŎƘƻέ to describe the fallacious  

strategy, popularly employed in the dance world, that: 

 
LƴǎƛǎǘŜŘ ōŀƭƭŜǘ ƛǎ ŀǎ ǘƻǳƎƘ ŀǎ ŦƻƻǘōŀƭƭΣ ŀ ΨǊŜŀƭΩ ƳŀƴΩǎ ƎŀƳŜΣ ǘƘŀǘ ƛǘ ǇǊƻǾƛŘŜǎ 
proximity to lots of barely-clad women (wink, wink), and is, in short, a lot like 
the Marines, only with briefer uniforms and pointed toes (Fisher, 2007, p.46). 

 
 
 

  

She critiqued this approach arguing that άƳŀƪƛƴƎ ƛǘ ƳŀŎƘƻ ƛǎ ƴƻǘ ŀ ǎǘǊŀǘŜƎȅ ǘƘŀǘ ǿƛƭƭ 

ŜǾŜǊ ǿƻǊƪΣ ǎƛƳǇƭȅ ōŜŎŀǳǎŜ ōŀƭƭŜǘ ƛǎ ƴƻǘ ƳŀŎƘƻ ŀƴŘ ƴŜǾŜǊ ǿƛƭƭ ōŜέ and proposed 

ƛƴǎǘŜŀŘ ŀƴ ŀƭǘŜǊƴŀǘƛǾŜ ǎǘǊŀǘŜƎȅΣ ǘƘŀǘ ƻŦ άƳŀƪƛƴƎ ƛǘ ƳŀǾŜǊƛŎƪέ since male dancers are 

άǳƴŎƻƴǾŜƴǘƛƻƴŀƭ ŀƴd unorthodoxέ (ibid., p.65). In this way, she argued, the image of 

a maverick offered άƴŜǿ ǊƘŜǘƻǊƛŎŀƭ ŀǎǎƻŎƛŀǘƛƻƴǎέ and was άƳŜŀƴǘ ǘƻ ǎƘƛŦǘ 

ǇŜǊŎŜǇǘƛƻƴǎέ (ibid., p.65). In personal discussion with Fisher at the 2018 Dance 

Studies Association Conference in Malta, she lamented that the futility of the 

άƳŀƪƛƴƎ ƛǘ ƳŀŎƘƻέ strategy had not been recognized more widely. My research, 

with its focus on the techniques of heterosexual recuperation (of which άƳŀƪƛƴƎ ƛǘ 

ƳŀŎƘƻέ is part), does just that. 

 

 

Like Fisher, other researchers have drawn attention to ways in which some male 

dancers recoup their masculinity. Hanna (1998) and Fisher (2007) both identified the 

use of famous heterosexual male dancers as role models; Crawford (1994) noted the 

use of masculinist comparisons between dance and sport (findings reiterated in my 

research) and Spurgeon (1997) revealed attempts to minimize the significance of 

gay male population in dance. More recently, Haltom & Worthen (2014) identified 

ƳŀƭŜ ōŀƭƭŜǘ ŘŀƴŎŜǊǎΩ ǳǎŜ ƻŦ ǘhree άǎǘƛƎƳŀ ƳŀƴŀƎŜƳŜƴǘ ǘŜŎƘƴƛǉǳŜǎέ. First, some  
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dancers emphasised their heterosexual privilege by describing how ballet allowed 

them access to women, a point echoed in my findings where this strategy was 

employed by a minority of fathers to legitimisŜ ǘƘŜƛǊ ǎƻƴǎΩ ƛƴǘŜǊŜǎǘ ƛƴ ŘŀƴŎŜ ŀƴŘ ǘƻ 

recoup, by proxy, their own heterosexuality. Second, male ballet dancers made 

ŎƻƳǇŀǊƛǎƻƴǎ ǿƛǘƘ ǎǇƻǊǘΣ όŎƻƴŦƛǊƳƛƴƎ /ǊŀǿŦƻǊŘΩǎ ŜŀǊƭƛŜǊ ŦƛƴŘƛƴƎǎ ŀƴŘ ǇǊŜ-empting my 

own), emphasizing the combination of athleticism and artistry in ballet. Third, the  

dancers classified ballet as an elite art form open to only to a minority of gifted 

individuals. In sum, Haltom & Worthen argued that reclassifying ballet this way 

might deflect its stigma as a άǎƛǎǎȅ ŀŎǘƛǾƛǘȅΧŀƴŘ ŦǳǊǘƘŜǊ ǊŜƛƴŦorce it as a legitimate 

ŀŎǘƛǾƛǘȅ ŦƻǊ ƳŜƴ ǘƻ ŜƴƎŀƎŜ ƛƴέ (Haltom & Worthen, 2014, p.769). As I explicate later, 

Ƴȅ ŦƛƴŘƛƴƎǎ ǎǳƎƎŜǎǘ ǘƘŀǘ ŀƭǘƘƻǳƎƘ ōŀƭƭŜǘ ƳƛƎƘǘ ōŜ ŘŜŜƳŜŘ ǘƘŜ Ƴƻǎǘ ΨŦŜƳƛƴƛƴŜΩ ƻŦ 

dance genres, these άǎǘƛƎƳŀ ƳŀƴŀƎŜƳŜƴǘ ǘŜŎƘƴƛǉǳŜǎέ are employed by dancers 

across a range of genres. 

 

 

Whether termed άƳŀƪƛƴƎ ƛǘ ƳŀŎƘƻέ (Fisher, 2007) or άǎǘƛƎƳŀ-ƳŀƴŀƎŜƳŜƴǘέ 

(Haltom & Worthen, 2014), Chapter Seven will develop this theme and explore 

ōƻȅǎΩ ŜŦŦƻǊǘǎ ǘƻ ƭŜƎƛǘƛƳŀǘŜ ǘƘŜƛǊ ŘŀƴŎŜ ǇŀǊǘƛŎƛǇŀǘƛƻƴΦ ¢ƘŜǊŜΣ L ŘǊŀǿ ǳǇƻƴ 

aŎ/ƻǊƳŀŎƪΩǎ όнлмнύ ŎƻƴŎŜǇǘǳŀƭƛȊŀǘƛƻƴ ƻŦ ΨƘŜǘŜǊƻǎŜȄǳŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴΩ ǘƻ ŘŜǎŎǊƛōŜ 

the social process where young male dancers employ a range of strategies to 

establish and maintain their heterosexual identities but without invoking 

homophobia. I also explicate how, irrespective of their sexuality, these boys also 

ŜƴƎŀƎŜ ƛƴ ŦƻǊƳǎ ƻŦ ΨƳŀǎŎǳƭƛƴŜ ǊŜŎǳǇŜǊŀǘƛƻƴΩ, drawing upon the work of Hansen, an 

anthropologist, who first used the term to denote the άƻǾŜǊŎƻƳƛƴƎ ƻŦ  
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ŜƳŀǎŎǳƭŀǘƛƻƴέ (Hansen, 1996, p.138).  In both cases, I find that young male dancers 

employ a greater range of strategies than those identified by Fisher or Halton and 

Worthen above. 

 

 

/ƭŜŀǊƭȅ ǘƘŜƴΣ ŀǘǘŜƳǇǘǎ ŀǘ ΨǊŜŎǳǇŜǊŀǘƛƻƴΩ ŀǊŜ ƴƻǘ ƴŜǿ ŀƴŘ ŀƭǘƘƻǳƎƘ ƴƻǘ ǘŜǊƳŜŘ ŀǎ 

 

such, popular dance culture has long resorted to employing techniques of 

 

ΨƘŜǘŜǊƻǎŜȄǳŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴΩΦ Lƴ ǘƘŜ мфоу ŦƛƭƳΣ Shall We Dance, the leading man, Fred 

 

Astaire, supposedly a famous ballet dancer, had to prove his άǎƪƛǊǘ-chasingέ  
  

heterosexuality within the first few minutes of the film by άǇǳǘǘƛƴƎ ǘŀǇǎ ƻƴ Ƙƛǎ ōŀƭƭŜǘ 

shoes and ogling a photo of Ginger Rogers. And he never appeared in tights; instead, 

ƘŜ ǿƻǊŜ ǘƘŜ Ǉŀƴǘǎ ƳŀƭŜ ōŀƭƭŜǘ ŘŀƴŎŜǊǎ ƻŦǘŜƴ ǿƻǊŜ ǘƘŜƴέ, according to Fisher, (2007, 

p. 60). Be it Fred Astaire, Gene Kelly, John Travolta or Billy Elliot, many male dancers 

ƘŀǾŜ ƘŀŘ ǘƻ ǉǳƛŎƪƭȅ ΨǇǊƻǾŜΩ ƻǊ ǊŜŎƻǳǇ ǘƘŜƛǊ ƘŜǘŜrosexuality in film narratives, thereby 

reassuring audiences of their heteronormativity. 

 

 

Related to these recuperative strategies, Hebert (2017) explored the gender-based 

pedagogical practices that commercial dance studios employed in Ontario, Canada, 

to ŀǘǘǊŀŎǘ ōƻȅǎ ǘƘǊƻǳƎƘ ǘƘŜƛǊ ŘƻƻǊǎΣ ƴƻǘƛƴƎ ǘƘŜ ǳǎŜ ƻŦ ōƻȅǎΩ ƻƴƭȅ ŎƭŀǎǎŜǎ ǘƘŀǘ 

emphasized athleticism as an antidote to homophobia. Despite this attempt at 

ΨƘŜǘŜǊƻǎŜȄǳŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴΩ όaŎ/ƻǊƳŀŎƪΣ нлмнύΣ IŜōŜǊǘ ŎƻƴŎƭǳŘŜŘ ǘƘŀǘ ƳŀƭŜ 

dancers άǊŜƳŀƛƴ ǘƘŜ hǘƘŜǊέΣ and in common with other research (e.g. Gard, 2006; 

Risner, 2009a), found that boys often experience άŎƻƴǘǊŀŘƛŎǘƻǊȅ ǘǊŜŀǘƳŜƴǘέ in the 

dance school. This privileged treatment in class and in choreography (e.g. prominent 

positions and roles) can be contrasted with a lack of material provision for boys, such  
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as poor changing facilities, άŀ ǎǘƻǊŀƎŜ ǊƻƻƳ ŎƭƻǎŜǘ ά, while girls άƘŀŘ ŀƴ ŀŎǘǳŀƭ 

ŎƘŀƴƎƛƴƎ ǊƻƻƳ ǿƛǘƘ Ŏŀōƛƴǎέ according to (Hebert, 2017, p.103). A further contrast 

was noted in choreographic practices; some of my participants complained of having 

ǘƻ ŜȄŜŎǳǘŜ ΨŦŜƳŀƭŜΩ ƳƻǾŜƳŜƴǘǎ ƛƴ ǘƘŜƛǊ ƳƛȄŜŘ ŎƭŀǎǎŜǎΣ ǿƘŜǊŜŀǎ IŜǊōŜǊǘΩǎ 

ǇŀǊǘƛŎƛǇŀƴǘǎ ŜȄǇŜǊƛŜƴŎŜŘ ƻƴƭȅ ΨƳŀǎŎǳƭƛƴŜΩ ŀǘƘƭŜǘƛŎ ƳƻǾŜƳŜƴǘ ƛƴ ǘƘŜƛǊ ōƻȅǎΩ ƻƴƭȅ 

classes. As I discuss in Chapter Seven, this desire to appeal to boys through 

ƘŜǘŜǊƻƴƻǊƳŀǘƛǾŜ ǇǊŀŎǘƛŎŜǎ ŎƻƴǘƛƴǳŜǎ ƛƴ ǘƘŜ ƎǳƛǎŜ ƻŦ ΨProject BΩΣ ŀƴ ƛƴƛǘƛŀǘƛǾŜ ŦǊƻƳ ǘƘŜ 

wƻȅŀƭ !ŎŀŘŜƳȅ ƻŦ 5ŀƴŎŜ όw!5ύ ǘƻ ǿƛŘŜƴ ǇŀǊǘƛŎƛǇŀǘƛƻƴ ƛƴ ōŀƭƭŜǘΣ ŀƴŘ ƻƴŜ άinspired by  

ǎǇƻǊǘǎ ŀƴŘ ǎǳǇŜǊƘŜǊƻŜǎέ ς a contemporary example of the institutional use 

of essentialist, masculine tropes. 

 
 
 

Gard (2006), Risner (2004, 2007, 2009a, 2009b) and Broomfield (2011) among 

others, have illuminated how dance can both contradict and confirm normative 

versions of masculinity. Risner (2014) found that the bullying of young male 

American dancers was common, and as discussed in Chapters Five, Six & Seven, my 

findings suggest the same in England. Bullying and other negative repercussions such 

as stigma stem from the cultural (re)production of the discourses surrounding dance 

and masculinity, evident in gender and gay male stereotyping in society (Warburton, 

2009; Polasek and Roper, 2011; Risner, 2014). Moreover, as my findings suggest, 

these discourses continue to have salience, despite us living in an era of supposed 

ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩ ό!ƴŘŜǊǎƻƴΣ нллфύΦ 

 

 

3.4 Teaching gender to undo heteronormativity 

 

wŜŎŜƴǘ ǊŜǎŜŀǊŎƘ ƛƴǘƻ ŘŀƴŎŜ ǘŜŀŎƘŜǊǎΩ ǇŜǊŎŜǇǘƛƻƴǎ ƻŦ ōƻȅǎ ŀƴŘ ƎƛǊƭǎ ƛƴ ǘƘŜ ōŀƭƭŜǘ 

studio concluded that teachers encourage normative gender performances in their  
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pupils (Clegg, Owton & Allen-Collinson, 2017).  In performing masculinity, boys 

were perceived to challenge traditional, authoritarian pedagogy by not conforming 

to behavioural expectations of docility in dance class. Like my findings, this research 

ƘƛƎƘƭƛƎƘǘǎ ŘŀƴŎŜ ǘŜŀŎƘŜǊǎΩ ǊŜƭƛŀƴŎŜ ƻƴ ŀƴ ŜǎǎŜƴǘƛŀƭƛǎǘΣ ǊŜŘǳŎǘƛƻƴƛǎǘ ƳƻŘŜƭ ƻŦ 

pedagogy instead of one which, as I discuss below and in subsequent chapters, is 

gender-neutral, creative and empowering. 

 
 

 

Drawing on the work of feminist philosopher Butler (1990), the theory of gender and 

sexuality as a performed identity has been adopted by several dance scholars who 

believe the social construction of gender to be significant in the formation of both 

pupil and parent attitudes towards dance (e.g. Cushway, 1996; Gard, 2003; Green, 

2004; Risner, 2002b, 2004). That feminist theory has been applied to dance, (e.g. 

Daly, 1991; Adair, 1992; Shapiro, 1998; 2004; Green, 1999; Thomas, 2003), is 

unsurprising since, as Daly points out: 

 
The inquiries that feminist analysis makes into the ways that the body is 
shaped and comes to have meaning are directly and immediately applicable 
to the study of dance, which is after all, a kind of living laboratory of the 
study of the body - its training, its stories, its way of being and being seen in 
the world (Daly, 1991, p.2). 

 
 
 

 

A central strand of this feminist-inspired research was to advocate for a pedagogy 

which promoted inclusive, non-hierarchical teaching (in contrast to the traditional 

authoritarian model of pedagogy found in many private-sector and vocational dance 

schools). For instance, Shapiro (2004) pressed for a greater emphasis on social 

justice in arts education, especially in how the body is valued (or not). She 

developed a useful pedagogy of embodiment in dance, one that, if applied, would be  
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of benefit to the male dancers in this research, since as Chapter Five explicates, 

current dance pedagogy (especially in private-sector dance schools with their 

emphasis on performance not process), is predominantly teacher-led and 

instructional, so robbing learners of valuable opportunities for agency and creativity. 

{ƛƳƛƭŀǊƭȅΣ {ǘƛƴǎƻƴ όмффуΣ нллрύ ŘǊŜǿ ŀǘǘŜƴǘƛƻƴ ǘƻ ǘƘŜ ΨƘƛŘŘŜƴ ŎǳǊǊƛŎǳƭǳƳΩ ƛƴ ŘŀƴŎŜ 

ŜŘǳŎŀǘƛƻƴ ǿƘƛŎƘ ŀǊƛǎŜǎ ŦǊƻƳ ŀ ΨŎƻƳƳŀƴŘ ŀƴŘ ŎƻƴǘǊƻƭΩ ƳƻŘŜƭ ƻŦ ǇŜŘŀƎƻƎȅ ǇǊƻŘǳŎƛƴƎ 

passive followers rather than active leaders. Passivity and obedience constitute a  

stereotypical notion of femininity that is damaging for gender equity as well as 

deterring some boys from dance since it is equated with essentialist practices 

ŘŜŜƳŜŘ ΨŦŜƳƛƴƛƴŜΩΦ ¢ƘŜ ǊŜƳŜŘȅ {ǘƛƴǎƻƴ ŀŘǾƻŎŀǘŜŘ ǿŀǎ ŀƴ άŀǿŀǊŜƴŜǎǎ ǘƘŀǘ ŀƭƭ ƻŦ ǳǎ 

are teaching ƎŜƴŘŜǊ ŀǎ ǿŜ ǘŜŀŎƘ ŘŀƴŎŜ ƻǊ ŀƴȅǘƘƛƴƎ ŜƭǎŜέ (Stinson, 2015b, p.103), 

but as my findings show, many dance teachers are insufficiently aware of this 

obligation and continue to work in ways detrimental to gender equity. 

 

 

Pleasingly though, lesbian, gay, bisexual, transgendered (LGBT) studies and 

queer theory have also informed dance scholarship (e.g. Sedgwick, 1990,1990; 

Bristow, 1988; Burt, 1995; Foster, 2001; Desmond, 2001; Risner, 2002c, 2003, 

2007). Earlier, reference was made to the work of Burt (1995) and Risner (2002, 

2003), the latter being instrumental in exploring prejudice and homophobia 

towards gay and straight men in dance, (although others too have addressed the 

issue such as Gard (2003), Keyworth (2001) and Sparling (2001) ).  More recently 

though, Risner returned to the subject, and with fellow researcher, Oliver, 

concluded that dance education may still άǳƴǿƛǘǘƛƴƎƭȅ ǊŜǇǊƻŘǳŎŜ ŀǎȅƳƳŜǘǊƛŎŀƭ 

power relationships, social inequities and sexism by reaffirming the status quo. 
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In doing so, the dance profession ignores opportunities for diminishing homophobia 

and anti-Ǝŀȅ ōƛŀǎέ (Oliver & Risner, 2017, p.11).  My findings, in Chapters Five, Six 

and Seven, re-validate these pessimistic conclusions while Chapter Eight contains 

recommendations to dance education policy and practice to tackle them. 

 
 

What is striking is that Risner had drawn attention to this issue a decade earlier, 

ŘŜǎŎǊƛōƛƴƎ ŀǎ άǇǊƻōƭŜƳŀǘƛŎέ the άƭŀŎƪ ƻŦ ǎŜǊƛƻǳǎ ŘƛǎŎƻǳǊǎŜ ŀƴŘ ǎǘǳŘȅ ƻŦ ǘƘŜǎŜ ŎǊƛǘƛŎŀƭ 

ƛǎǎǳŜǎέ, and offering a suggestion that the dance education profession: 

 
Might benefit greatly from knowing more about its male students, their 
attitudes and experiences, rather than trying to increase male numbers with 
strategies that attempt to re-engender dance in tradiǘƛƻƴŀƭƭȅ άƳŀǎŎǳƭƛƴŜέ 
ways i.e. dance as sports, competition, jumping and turning (Risner, 2007, 
p.973) 

 

 

wƛǎƴŜǊΩǎ Ŏŀƭƭ όōŜȅƻƴŘ Ƙƛǎ ŎǊƛǘƛǉǳŜ ƻŦ ŜǎǎŜƴǘƛŀƭƛǎǘ ǊŜŎǊǳƛǘƳŜƴǘ ǎǘǊŀǘŜƎƛŜǎ ǇǊŜŘƛŎŀǘŜŘ ƻƴ 

ΨƳŀǎŎǳƭƛƴŜ ǊŜŎǳǇŜǊŀǘƛƻƴΩ ƛƴ ŘŀƴŎŜύ ƛǎ ǘƻ ōŜǘǘŜǊ ǳƴŘŜǊǎǘŀƴŘ ƻǳǊ current male 

students, an outcome I wish to endorse in this research. Such knowledge will enable 

us to develop support strategies for young male dancers without recourse to 

essentialist or inequitable practices. Recently, UK researchers Clegg, Owton & Allen-

/ƻƭƭƛƴǎƻƴ όнлмтύ ƭŀƳŜƴǘŜŘ ƻǳǊ ƭŀŎƪ ƻŦ ƪƴƻǿƭŜŘƎŜ ǊŜƎŀǊŘƛƴƎ ōƻȅǎΩ ŘŀƴŎŜ ŜȄǇŜǊƛŜƴŎŜǎ 

in the private sector. My findings, which specifically address this sector, will help to 

address this gap in our understanding. 

 

 

To date, efforts have principally focused on how best to attract boys into dance in 

the first place (perfectly exampled by the aforementioned ΨtǊƻƧŜŎǘ .Ω initiative and  

discussed further in Chapters Five & Seven), rather than trying to understand how 

best to retain and support males currently in training. I was reminded of this limited  
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focus when attending a symposium in the USA in 2017 entitled ΨaŜƴ ƛƴ 5ŀƴŎŜΥ 

.ǊƛŘƎƛƴƎ ǘƘŜ DŀǇΩΣ ǿƘƛŎƘ ǎƻǳƎƘǘ άpragmatic solutions to address the dearth of male 

students in our studios, schools and companies as students, professionals and 

ŜŘǳŎŀǘƻǊǎέ (Risner et al., 2018, p.26).  There, I was struck by how easily this laudable 

aim was too often reducible to simply discussing how best to recruit more males 

into dance, rather than asking άƴŜǿ ǉǳŜǎǘƛƻƴǎ ŀōƻǳǘ ƎŜƴŘŜǊ ƛƴŜǉǳƛǘȅ ƛƴ ŘŀƴŎŜέ and 

discussing άŦǊŜǎƘ ƭƛƴŜǎ ƻŦ ƛƴǉǳƛǊȅ ŀōƻǳǘ ŀƭƭ ƎŜƴŘŜǊǎ ŀƴŘ ŘŀƴŎŜέ (Risner, et al., 2018, 

p.30), as the call for papers and keynote presentations had made clear. 

 

 

wƛǎƴŜǊΩǎ ŘŜǎƛǊŜ ǘƻ ŀǎƪ άƴŜǿ ǉǳŜǎǘƛƻƴǎέ about dance and gender is prescient since my 

findings suggest that young male dancers, especially those in private-sector dance 

schools, are subject to a restricted diet of heteronormative roles and/or are taught 

ƳƻǾŜƳŜƴǘǎ ǿƘƛŎƘ ŀǊŜ ŎƻŘŜŘ ŀƴŘ ǊŜƧŜŎǘŜŘ ŀǎ ƛƴŀǇǇǊƻǇǊƛŀǘŜƭȅ ΨŦŜƳƛƴƛƴŜΩ ōȅ ōƻȅǎ ǿƘƻ 

maintain a binary view of gender. Elsewhere, however, asking άƴŜǿ ǉǳŜǎǘƛƻƴǎέ has 

spawned innovation with for instance, queer, lesbian and gay choreographers such 

as Katie Pule, Mark Morris, Matthew Bourne and Masaki Iwana who have been 

eager to subvert traditional gendered movement tropes, in either new dance works 

or in reimagining canonical works from classical, often romantic, ballet (Midgelow, 

2007; Jowitt, 2010; Tikkun, 2010; Duerden & Rowell, 2013; Alterowitz, 2014). 

Relatedly, later in this chapter (and elsewhere in the thesis), particular reference 

ǿƛƭƭ ōŜ ƳŀŘŜ ǘƻ .ƻǳǊƴŜΩǎ ǉǳŜŜǊ ǾŜǊǎƛƻƴ ƻŦ Swan Lake since it is this production that 

featured in the film version of Billy Elliot, whose titular figure both contradicted and 

conformed to culturally esteemed notions of masculinity. 
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While applauŘƛƴƎ wƛǎƴŜǊΩǎ Ŏŀƭƭ ŦƻǊ άƴŜǿ ǉǳŜǎǘƛƻƴǎέ and άŦǊŜǎƘ ƭƛƴŜǎ ƻŦ ƛƴǉǳƛǊȅ άΣ we 

ǎƘƻǳƭŘ ƴƻƴŜǘƘŜƭŜǎǎ ŀŎƪƴƻǿƭŜŘƎŜ ǘƘŀǘ ŜȄƛǎǘƛƴƎ ǎŎƘƻƭŀǊǎƘƛǇ όƛƴŎƭǳŘƛƴƎ wƛǎƴŜǊΩǎ ƻǿƴύ 

has cast a valuable light on the lived experiences of male dancers, much of which 

has inspired and informed my research. For instance, Williams` (2003) ethnography,  

involving 33 boys, aged 12 to 18 years, enrolled in a summer intensive dance 

programme, attempted a psychosocial understanding of male adolescent dancers 

and revealed three significant themes. These were: social isolation, unmet needs and 

the participants` desire to persevere in their dance study, the latter despite a lack of 

social support and plenty of negative experiences - findings that chime with my own. 

.ŀƛƭŜȅ ŀƴŘ hōŜǊǎŎƘƴŜƛŘŜǊΩǎ όмффтύ psychological study of 90 professional male 

dancers examined degrees of parental support and found that only 13% of 

homosexual male dancers cited parental encouragement to dance compared with 

60% for heterosexual male dancers. The lack of parental support and approval 

experienced by the former may be attributed to parental distaste for dancing, or to 

dance as a career path for their sons. However, as my findings suggest (discussed in 

Chapter Seven), a fear of encouraging or condoning any suspected or latent 

homosexuality in their sons could also be a significant factor with some anxious 

parents. 

 
 
 

More recently in the USA, Risner investigated the world of pre-professional Western 

theatre dance training and education (a sector analogous with mine) and focused on 

the άǎƻŎƛŀƭ ǇǊŜǎǎǳǊŜǎ ƻŦ ŘƻƳƛƴŀƴǘ ƳŀǎŎǳƭƛƴƛǘȅΣ ƻǊ ǘƘŜ Ψōƻȅ ŎƻŘŜΩέ (Risner, 2009, 

 

p. 64). His findings exposed the fallacy that more boys would be drawn to dance if it 

ǿŀǎ ƳŀǊƪŜǘŜŘ ŀǎ ŀ ŎƻƳǇŜǘƛǘƛǾŜ ǎǇƻǊǘ ŀƴŘ ΨƳŀǎŎǳƭƛƴŜΩ ŀŎǘƛǾƛǘȅΤ ŦǳǊǘƘŜǊƳƻǊŜΣ ƘŜ ŦƻǳƴŘ 

that heterosexual male dancers recognised dance to be fundamentally different  
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from competitive sports, and that most boys valued the opportunities for self-

expression and creativity that dance provides. Interestingly though, my findings, 

ŘƛǎŎǳǎǎŜŘ ƛƴ /ƘŀǇǘŜǊ {ŜǾŜƴΣ ŘƛǾŜǊƎŜ ŦǊƻƳ wƛǎƴŜǊΩǎ ƛƴ ƻƴŜ ƛƳǇƻǊǘŀƴǘ ǿŀȅΣ ǎƛƴŎŜ L  

established that some boys not only seek to recuperate their masculinity (and 

heterosexuality, if appropriate) by actively drawing on analogies with sport but go 

further and conceptualize dance itself as a sport. 

 

 

In planning my research methodology, I was interested to note that some aspects of 

Risner`s approach had attracted critique. Questions regarding sexuality were posed 

only to dancers aged over 18 (understandably, I argue), leaving us ignorant of the 

ŜƳŜǊƎŜƴŎŜ ƻŦ ȅƻǳƴƎŜǊ ōƻȅǎΩ ƻǊƛŜƴǘŀǘƛƻƴǎ ŀƴŘ ŀƴȅ ŎƻƴǎŜǉǳŜƴŎŜǎ ŀǊƛǎƛƴƎ from them. 

As I explain in Chapter Four, I chose to exclude questions of sexuality in my 

interview schedule entirely, and hoped (correctly for the most part), that 

participants would freely share their orientation with me during the course of the 

interviews. 

 

 

On reflection, the wording of some of Risner`s online survey questions might have 

ƛƳǇŀŎǘŜŘ ǳǇƻƴ ǊŜǎǇƻƴŘŜƴǘǎΩ ŀƴǎǿŜǊǎ ǎƛƴŎŜΣ ŦƻǊ ŜȄŀƳǇƭŜΣ ǉǳŜǎǘƛƻƴ ор ŀǎƪŜŘΣ ά²Ƙŀǘ 

ŀǊŜ ǘƘŜ ōƛƎƎŜǎǘ ŎƘŀƭƭŜƴƎŜǎ ȅƻǳ ŦŀŎŜ ŀǎ ŀ ƳŀƭŜ ŘŀƴŎŜǊΚέΦ !ŎŎƻǊŘƛƴƎ ǘƻ wƻƎŜǊǎ & 

{ŀƴŘŜǊǎ άthis presupposes that the challenges are because the dancer is male - or at 

ƭŜŀǎǘ ŀǎƪǎ ƘƛƳ ǘƻ ƛŘŜƴǘƛŦȅ ǘƘŜ ŎƘŀƭƭŜƴƎŜǎ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ǘƘŀǘ ƛŘŜƴǘƛǘȅέ (Rogers & 

Sanders, 2012, p.180). More generally, they also question how άǘƘŜ ōƻȄŜǎ ŀƴŘ 

naming pursuits we continue to research may be inconsistent with a postmodern  
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ǉǳŜŜǊ ǇƻǇǳƭŀǘƛƻƴ ǎŜŜƪƛƴƎ ǘƻ ǊŜǎƛǎǘ ǘƘŜ ǾŜǊȅ ƭŀōŜƭǎ wƛǎƴŜǊ ǳǎŜǎ ǘƻ ƴŀƳŜ ǘƘŜ ǇǊƻōƭŜƳέΣ 

and wonder άƛŦ ǘƘŜǊŜ ƛǎƴȫǘ ŀ ǿŀȅ ǘƻ ƎŀǘƘŜǊ ƳƻǊŜ ǊƛŎƘ ŀƴŘ ǾŀǊƛŜŘ Řŀǘŀ ōȅ ƴƻǘ ǎƻ 

ŜȄǇƭƛŎƛǘƭȅ ƴŀƳƛƴƎ ǘƘŜ ǇŜǊŦƻǊƳŀƴŎŜ ǿŜ ŀƭǊŜŀŘȅ ǎŜŜƳ ǘƻ ƪƴƻǿέ (ibid., p.180). 

 
 

  

Despite this critique, Rogers & Sanders offer no new methodological proposals to 

facilitate this and while applauding Risner`s fight for young boys they nonetheless 

want to άǘǊƻǳōƭŜ Ƙƛǎ ƴƻǘƛƻƴ ǘƘŀǘ ƛǘ ŎƻƳŜǎ ƛƴ ǎǳŎƘ ƴŜŀǘ ōƻȄŜǎέ (ibid., p.180). Although 

not truly comparable, since Risner was conducting an online survey whereas I was 

conducting face-to-face interviews, reading this critique heightened my awareness 

ƻŦ Ƙƻǿ ŀ ǊŜǎŜŀǊŎƘŜǊΩǎ ǳǎŜ ƻŦ ƭŀƴƎǳŀƎŜ ƛǎ ǎǳōƧŜŎǘ ǘƻ ŎƻƴǘŜǎǘŀǘƛƻƴ ƻƴ ŀ ǾŀǊƛŜǘȅ ƻŦ 

fronts - ethical, epistemological and ontological - to name a few.  However, despite 

these caveats, Risner`s conclusion was inescapable - that young males who dance 

are likely to have their sexuality queried by others and presumed to be homosexual. 

In the 1970`s, as a young male dancer, my sexuality had been questioned, and as I 

discuss in Chapters Five, Six and Seven, my analysis suggests that little has changed 

today. 

 

 

As we know, societal attitudes and perceptions about masculinity often restrict the 

ways in which males are (dis)encouraged or (dis)allowed to move their bodies. In this 

regard, research into boys and dance provides an excellent opportunity to examine 

how masculinities are constructed, maintained, negotiated, resisted and justified. 

My findings suggest the continued operation of gendered boundary maintenance 

ǎǘǊŀǘŜƎƛŜǎΣ ŜȄŀƳǇƭŜŘ ōȅ ǎƻƳŜ ōƻȅǎΩ ǊŜŦǳǎŀƭ ǘƻ ǇŀǊǘŀƪŜ ƛƴ ŘŀƴŎŜ ƳƻǾŜƳŜƴǘǎ ŎƻŘŜŘ ŀǎ 

ΨŦŜƳƛƴƛƴŜΩ ƻǊ ǘƻ ǇŀǊǘŀƪŜ ƻƴƭȅ ƻŦ ŘŀƴŎŜ ƎŜƴǊŜǎ ŘŜŜƳŜŘ ΨƳŀǎŎǳƭƛƴŜΩΣ ǎǳŎƘ ŀǎ ǳǊōŀƴ 
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 dance.  Similarly, Australian researchers Gard & Meyenn (2000) found a resistance 

to forms of movement that were counter to the bodily practices of contact sports 

ǿƘŜǊŜ ƳƻǾŜƳŜƴǘǎ ǿŜǊŜ ŘŜŜƳŜŘ ŀǇǇǊƻǇǊƛŀǘŜƭȅ ΨƳŀǎŎǳƭƛƴŜΩΦ ¢ƘŜȅ ŜȄŀƳƛƴŜŘ ǎŎƘƻƻƭ-

aged boys` perceptions of physical activity and their preferred styles of movement, 

finding that boys held especially negative attitudes and perceptions towards ballet  

and modern dance, with some describing the dancing body as άǿŜƛǊŘέ or άǇƻƛƴǘƭŜǎǎέ 

or άƎŀȅέ. The researchers noted that for several of the boys dance did not allow for 

sufficient physical contact, a quality they deemed integral to physical activity/sport 

ǿƘŜǊŜ ƛǘ ǿŀǎ ǎŀƴŎǘƛƻƴŜŘΣ ǳƴƭƛƪŜ ƛƴ ŘŀƴŎŜ ǿƘŜǊŜ ƛǘ ŎƻǳƭŘ Ŏŀƭƭ ƻƴŜΩǎ ǎŜȄǳŀƭƛǘȅ ƛƴǘƻ 

question. 

 

 

Consequently, adolescents who are atypical and transgress gendered boundaries, 

such as boys who dance, are more likely to suffer bullying and harassment (Berger, 

2003), with boys who identify as non-heterosexual especially at risk (Risner, 2014). 

 

As my findings (re)confirm, the bullying of young male dancers is commonplace; 

85% of my participants (22/26) were bullied on account of being a dancer. Similarly, 

wƛǎƴŜǊΩǎ ǊŜǎŜŀǊŎƘ ƻƴ ōǳƭƭȅƛƴƎΣ ƘŀǊŀǎǎƳŜƴǘ ŀƴŘ ŀƎƎǊŜǎǎƛƻƴ ƛƴǾŜǎǘƛƎŀǘŜŘ оо ŀŘƻƭŜǎŎŜƴǘ 

male students aged 13 to 18 years who were studying dance at pre-professional 

level, (equivalent to UK pre-vocational level and so directly analogous with my 

ǇŀǊǘƛŎƛǇŀƴǘǎύΦ wƛǎƴŜǊΩǎ ǇŀǊǘƛŎƛǇŀƴǘǎ ǎŜƭŦ-identified as: heterosexual (52%), 

homosexual (44%) and bisexual (4%), and while we must avoid generalising from a 

small sample (n=33), 85% of participants reported being bullied, compared with the 

US average of 9-12% of the general adolescent population, the latter figure the 

result of general research consensus, according to Berger (2003). Literature from 

Australia, Canada, Finland and the USA has similarly exposed homophobia, bullying  
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and masculinising dance practices in a range of settings, including pre-vocational, 

vocational and educational ones (e.g. Risner, 2002a, 2002b, 2009; Lehikoinen, 2006; 

Gard, 2008; Li, 2010, 2011, 2016; Pike, 2011; Risner, et al., 2018).  However, in 

England, my research is the  first to specifically and comprehensively address the 

topic of dance and its intersection with adolescent masculinities.      

 

Reviewing, analysing and synthesizing the literature related to masculinity (Chapter 

Two) and to dance (this Chapter), it is clear that, too often, heteronormativity 

continues to condition the ways in which boys (dis)engage with certain movement 

activities such as dance, since not only is heteronormativity culturally embedded, it 

is also embodied specifically in and through movement. Gender theorists have long 

been interested in the ways people use their bodies, especially in the notion of 

άƛƴǾŜǎǘƳŜƴǘǎέ (e.g. Hollway, 1984; Connell, 1995, 2001; Redman, 1996), since these 

identify what is at stake when we use one particular mode of deploying our body 

over others. As I discussed in Chapter Two, Butler (1993) believes gendered bodies 

materialise through reiterated actions that individuals perform in a gendered 

manner while, similarly, Gard, an Australian dance researcher, makes the point that 

άƳƻǾŜǊǎ ŀǊŜ ǇƻǎƛǘƛƻƴŜŘ ǿƛǘƘ ǊŜƎƛƳŜǎ ƻŦ ōƻŘƛƭȅ ǇǊŀŎǘƛŎŜ ŀƴŘ Χ ǘƘŜ ǎǳōƧŜŎǘƛǾŜ ŦŜŜƭ ƻŦ 

ƳƻǾŜƳŜƴǘ ƛǎ ƴŜǾŜǊ ǇǳǊŜƭȅ ΨƻƴŜȫǎ ƻǿƴΩ ǘƻ ǎƘŀǇŜΣ ƴŜǾŜǊ ǎƛƳǇƭȅ ŀ ǎǘǊŀƛƎƘǘŦƻǊǿŀǊd 

matter of flesh-on-ǘƘŜ ǿƻǊƭŘέ (Gard, 2003, p.109). As my findings subsequently 

illuminate, boys are sensitive to choreographic practices that might signify 

ΨŦŜƳƛƴƛƴƛǘȅΩ ŀƴŘ ǎƻ ǘƘǊŜŀǘŜƴ ǘƘŜƛǊ ƳŀǎŎǳƭƛƴƛǘȅ όŀƴŘ ƘŜǘŜǊƻǎŜȄǳŀƭƛǘȅύΣ ƛŦ ŀǇǇǊƻǇǊƛŀǘŜΦ 

 
 
 
 
 

97 



OtheǊǎ ǘƻƻ ƘŀǾŜ ŦƻǳƴŘ ǘƘƛǎΦ 5ǊŀǿƛƴƎ ƻƴ .ǳǘƭŜǊΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ ŀ ΨƘŜǘŜǊƻǎŜȄǳŀƭ 

ƳŀǘǊƛȄΩ (Butler, 1990), Larsson, Redelius & Fagrell studied 24 students, aged 15 and 

16 years in Sweden during their P.E. lessons, which included dance, and found that 

girls and boys ̀ do  ̀gender in multiple ways but usually within the constraints of  

a heteronormative culture. Boys, for example, learned to take the initiative, except 

in dance when άǘƘŜȅ ƭŜŀǊƴ ǘƻ ƭƛŜ ƭƻǿέ (Larsson, Redelius & Fagrell, 2011, p.79). In 

common with other scholarship, this research found that masculine values 

dominated physical education teaching and resulted in a privileged position for 

some boys while others who disrupt the heterosexual matrix άǎŜŜƳ ƳƻǊŜ ǉǳŜŜǊ ǘƘŀƴ 

girls ǿƘƻ ŘƛǎǊǳǇǘ ǘƘŜ ƳŀǘǊƛȄέ (ibid., p.79)Φ ¢ƘŜ ǊŜǎŜŀǊŎƘŜǊǎ ƴƻǘŜŘ ǘƘŀǘ άboys wearing 

tight clothes or performing `feminine` movements during class were met with giggles 

ŀƴŘ ǊƛŘƛŎǳƭŜ Χ ǘƻ ŀ ƭŀǊƎŜǊ ŜȄǘŜƴǘ ǘƘŀƴ ƎƛǊƭǎ ǇŜǊŦƻǊƳƛƴƎ ȫƳŀǎŎǳƭƛƴŜȫ ƳƻǾŜƳŜƴǘǎέ 

(ibid., p.79). 

 

 

The question of how to ȫǳƴŘƻΩ the heteronormative gendered subject positions 

therefore becomes imperative; with Larsson, Redelius & Fagrell paraphrasing 

.ǳǘƭŜǊΩǎ ŀŘǾƛŎŜ ǘƻ ŜƴƎŀƎŜ ƛƴ ŀ ǎǘǊŀǘŜƎȅ ƻŦ έǎǳōǾŜǊǎƛǾŜ ǊŜǇŜǘƛǘƛƻƴ ŘǳǊƛƴƎ ǇƘȅǎƛŎŀƭ 

ŜŘǳŎŀǘƛƻƴ ƭŜǎǎƻƴǎ ά (ibid., p.79), such as the encouraging of άǉǳŜŜǊ ƳƻƳŜƴǘǎ ǿƘŜƴ 

ǘƘƛƴƎǎ Řƻ ƴƻǘ Ǝƻ ΨŀŎŎƻǊŘƛƴƎ ǘƻ όǘƘŜ ƎŜƴŘŜǊύ ǇƭŀƴΩ έ (ibid., p.80). In seeking to assist 

students to move in new, perhaps different ways, in order to embody new 

identities, one can speculate that teachers might find this a difficult task to 

accomplish - as illustrated in Chapter Seven which outlines the consequences faced 

by one teacher who allowed two boys to dance together in her class and faced 

parental opposition. 
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Contesting the commonly held belief that a lack of boys in dance classes is a 

problem that needs addressing, Gard argues that there is άƴƻ ǎŜƭŦ-evident reason 

why the number of boys participating in organised dance classes should, in and 

of itself, represent a problem that educators ƴŜŜŘ ǘƻ ŀŘŘǊŜǎǎέ (Gard, 2001, 

p.221).  Instead, he advocates that more important focus should be on 

άǉǳŜǎǘƛƻƴǎ ƻŦ sexuality and their significance when considering what is seen as 

gender-appropriate movement for boys and girlsέ (ibid., p.222). So, instead of 

problematising boys and dance, Gard prefers to concentrate on finding ways to 

άŜȄǇƭƻǊŜ ŀƴŘ ƭŜƎƛǘƛƳƛȊŜ ǎƻƳŜǘƛƳŜǎ ǘǊŀƴǎƎǊŜǎǎƛǾŜ ǿŀȅǎ ƻŦ ōŜƛƴƎ ŀƴŘ ƳƻǾƛƴƎέ 

(ibid, p.223), a strategy reminiscent of the previously quoted advice of 

άǎǳōǾŜǊǎƛǾŜ ǊŜǇŜǘƛǘƛƻƴέ from Butler (1993, p.79), and one I advocate in 

subsequent chapters as a priority for dance pedagogy. As I stated in the 

Introduction, the rationale behind my research was not to encourage more boys 

into dance (although that would be most welcome), but to better understand 

the experiences of boys currently in dance education and training, and so 

develop more effective ways of supporting them by, for example, deploying 

gender-neutral pedagogies. 

 

 

L ƘŀǾŜΣ ǘƘŜǊŜŦƻǊŜΣ ƳǳŎƘ ƛƴ ŎƻƳƳƻƴ ǿƛǘƘ DŀǊŘΩǎ ŀƛƳǎΣ ŀƴŘ ǎǳǇǇƻǊǘΣ for instance, his 

rejection of more athletic or boy-friendly approaches to dance education, believing 

these recuperative strategies would only άǊŜƛƴŦƻǊŎŜ ǘƘŜ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ǘƘŀǘ ƎǊŀŎŜŦǳƭΣ 

supportive, delicate or even eroticised forms of bodily movement and display are not 

ŎƻƴǎƛǎǘŜƴǘ ǿƛǘƘ ƳŀƭŜ ƘŜǘŜǊƻǎŜȄǳŀƭƛǘȅέ (Gard, 2001, p.223). As I have discussed 

previously, the recent dance initiative, ΨtǊƻƧŜŎǘ .Ω, from the Royal Academy of Dance,  
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has been predicated on this erroneous, essentialist notion of a Ψōƻȅ-ŦǊƛŜƴŘƭȅΩ 

ŀǇǇǊƻŀŎƘ ǘƻ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴΦ !ǘ ǘƘŜ ǘƛƳŜ ƻŦ ǿǊƛǘƛƴƎΣ ΨProject .Ω ƛǎ ǎǘƛƭƭ ΨƭƛǾŜΩ ŀƴŘ ƴƻ 

data are available that would enable evaluation of it.   

 

hǾŜǊŀƭƭ ǘƘŜƴΣ ƛǘ ƛǎ ŎƭŜŀǊ ǘƘŀǘ Ƙƻǿ ōƻȅǎ ŎƘƻǎŜ ǘƻ ǳǎŜ ǘƘŜƛǊ ōƻŘƛŜǎ ƛǎ άlinked to the 

restrictionǎ ōƻȅǎ ŀƴŘ ƳŜƴ ǇƭŀŎŜ ƻƴ ǿƘŀǘ ƛǘ ƛǎ ǘƻ ōŜ ƳŀƭŜέ (Gard, 2008, p.186), 

although this policing and regulation of gendered behaviour cannot be limited to 

males (e.g. Butler, 1990; Paechter, 1998, 2007; Frosh, Phoenix & Pattman, 2002; 

Jackson, 2006a; Nayak & Kehily, 2008). A challenge for dance educators then is to 

άŜȄǇƭƻǊŜ ǿƘȅ ŎŜǊǘŀƛƴ ŦƻǊƳǎ ƻŦ ŘŀƴŎŜ ǎŜŜƳ ǇƻǎǎƛōƭŜ ŀƴŘ ƻǘƘŜǊǎ ƛƳǇƻǎǎƛōƭŜέ (Gard, 

2008, p.187), a task attempted by this thesis to better understand the gendered 

άƛƴǾŜǎǘƳŜƴǘǎέ some boys have in dance, or in/against particular dance genres. 

 
 
 

3.5 Summary 
 

This chapter has analysed and synthesised literature, predominantly from the USA, 

UK, Scandinavia and Australia on dance and masculinity, finding that the dominant 

discourses that pertain to males who dance remain potent forces that police and 

ǊŜƎǳƭŀǘŜ ōƻȅǎΩ ŘŀƴŎŜ ǇŀǊǘƛŎƛǇŀǘƛƻƴΦ hǘƘŜǊ ōŀǊǊƛŜǊǎΣ ŜŎƻƴƻƳƛŎ ŀƴŘ ǎƻŎƛŀƭΣ ǎǳŎƘ ŀǎ 

social class, have also been considered briefly in the UK context where 

government awareness of the issue has not been matched by remedial strategies 

to promote equitable access to dance and the arts more widely. 

 

 

Informed by Chapter Two, which theorised masculinities, this chapter then 

considered the extent to which gender, and especially feminist or pro-feminist 

research, has become an increasingly significant topic in dance scholarship,  
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especially over the last 20 years or so (e.g. Adair, 1992; Burt, 1995, 2001, 2009; 

Briginshaw, 1998, 2001; Desmond, 2001). Thus, over the course of these two 

chapters I have sought to illustrate not only how poststructuralist notions of identity 

and power are complemented by social constructionist accounts of gender and 

sexual identity formation, but how a focus on embodiment is also essential to my 

approach, since the material body is not a passive receptacle άƭƻǎǘ ƛƴ ŘƛǎŎƻǳǊǎŜέ 

(Pickard, 2015, p.50), but an active, dynamic agent capable of resistance and 

contestation. 

 

 

Thus, as Chapters Five, Six and Seven will illuminate, boys who dance often seek to 

resist the άǊŜƎǳƭŀǘƻǊȅ ǊŜƎƛƳŜέ (Butler, 1997, p.16), either discursively, materially or 

both, but not usually without attendant negative consequences, including 

homophobic bullying, marginalisation and stigmatisation. This conclusion 

ǇǊƻōƭŜƳŀǘƛǎŜǎ Ƴŀƴȅ ƻŦ ǘƘŜ ŎƭŀƛƳǎ ƳŀŘŜ ōȅ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅ ǘƘŜƻǊȅΩ όLa¢ύΣ 

which asserts that it is άƛƴŎǊŜŀǎƛƴƎƭȅ ǳƴŦŀǎƘƛƻƴŀōƭŜέ to be homophobic, violent or 

misogynistic (Anderson, 2009, p.153). This is an unfortunate, trivialising phrase, 

ǎƛƴŎŜ άunfashionableέ ƛƳǇƭƛŜǎ ŀ ǊŜŎŜƴǘΣ ǘǊŀƴǎƛǘƻǊȅ ǎǘŀǘŜ ǿƘŜǊŜŀs homophobia, for 

example, has been a long-standing and serious socio-cultural problem. As I indicated 

in Chapter Two, writing about άǘƘŜ ǇǊƻŦƻǳƴŘ ƴŀǘǳǊŜ ƻŦ ŎƘŀƴƎŜǎ ǘƻ masculinities in 

.ǊƛǘƛǎƘ ŀƴŘ ƻǘƘŜǊ ŎǳƭǘǳǊŜǎέ, Anderson draws on άŀ ǎǳōǎǘŀƴǘƛŀƭ ōƻŘȅ ƻŦ ǉualitative and 

quantitative research highlighting masculinity is shifting in response to both the 

ŀǿŀǊŜƴŜǎǎ ƻŦ ŀƴŘ ƛƴŎǊŜŀǎƛƴƎ ŀƴǘƛǇŀǘƘȅ ǘƻǿŀǊŘǎ ƘƻƳƻǎŜȄǳŀƭƛǘȅ Χ ŀǎ ǿŜƭƭ ŀǎ ƻǘƘŜǊ 

ǊŜƭƛƎƛƻǳǎΣ ŎǳƭǘǳǊŀƭΣ ŜŎƻƴƻƳƛŎ ŀƴŘ ǇƻƭƛǘƛŎŀƭ ŦŀŎǘƻǊǎ ŀǘ Ǉƭŀȅέ (Anderson, 2018, p.245), 

and so it seems timely to interrogate IMT in the context of the lived experiences of 

young male dancers. 
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However, of IMT, Anderson has previously acknowledged that while άΧ ōǊƻŀŘ ŎƭŀƛƳǎ 

ŀōƻǳǘ Ψŀƭƭ ƳŜƴΩ ƻǊ ǎƛƳƛƭŀǊ Ŏŀƴƴƻǘ ōŜ ƳŀŘŜΧέ disconfirming research such as  

άΧŦƛƴŘƛƴƎ ƻǊǘƘƻŘƻȄ ŀǎǇŜŎǘǎ ƻŦ ƳŀǎŎǳƭƛƴƛǘȅ ŀƳƻƴƎ ƻƴŜ ƎǊƻǳǇ ƻŦ ǇŜƻǇƭŜ ŘƻŜǎ ƴƻǘ 

ŘƛǎǇǊƻǾŜ ǘƘŜ ǘƘŜƻǊȅέ (Anderson & McCormack, 2016, p. 8). While this may be so, the 

empirical findings of IMT have nonetheless been critiqued for being over-generalised 

(e.g. Ingram & Waller, 2014; Simpson, 2014), but never before has the utility of IMT 

been applied to this specific context - of young males, aged 11 to 18, who dance in 

England. Chapter Four, which follows, explicates the methodology, methods and 

research design undertaken to accomplish this. 
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Chapter 4 Methodology 
 
 
 

4.1 Introduction 

 

At the start of this methodology chapter, it is timely to revisit the three research 

questions ǎƛƴŎŜ aŀǎƻƴ ǊŜƳƛƴŘǎ ǳǎ ƻŦ ǘƘŜΣ άcentrality of the research question to the 

research process, and of linking research questions to one's philosophical or 

methodological position on the one hand, and to appropriate data generation 

ƳŜǘƘƻŘǎ ƻƴ ǘƘŜ ƻǘƘŜǊέ (Mason, 2012, p.9). Thus, they are: 

 

ǐ ²Ƙŀǘ ŀǊŜ ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴ ŀƴŘ ǘǊŀƛƴƛƴƎ ƛƴ ǘƘŜƛǊ ŘŀƴŎŜ 
schools and secondary schools? 

 

ǐ How do these boys contest the dominant discourses about dance 
and masculinity? 

 

ǐ What do these research ŦƛƴŘƛƴƎǎ ƛƳǇƭȅ ŦƻǊ ǇƻƭƛŎȅ ŀƴŘ ǇǊŀŎǘƛŎŜ ƛƴ ōƻȅǎΩ 
dance education and training? 

 

 

Mason is not alone in highlighting the interrelationship between these key research 

ŎƻƳǇƻƴŜƴǘǎ ǿƘƛŎƘ ǳƴŦƻƭŘ ƛƴ ŀ ǎŜǉǳŜƴŎŜΣ ōŜƎƛƴƴƛƴƎ ǿƛǘƘ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊΩǎ 

ontological assumptions which in turn provoke epistemological considerations 

which, taken together, inform which methodological approaches are adopted prior 

to data generation. It makes sense, therefore, to tackle this chapter in a similar 

manner. 

 
 

4.2 Ontological and epistemological positions 
 

²ƘƛƭŜ ŀƴ ƻƴǘƻƭƻƎƛŎŀƭ Ǉƻǎƛǘƛƻƴ ǿƛƭƭ ǊŜŦƭŜŎǘ ŀ ǊŜǎŜŀǊŎƘŜǊΩǎ ŀȄƛƻƭƻƎȅ όƛΦŜΦ ǘƘŜƛǊ ǾŀƭǳŜǎ ŀƴŘ 

beliefs) it will not be grounded in "an obvious and universal truth which can be 

taken for granted" (Mason, 2012, p.14). This is a useful point which undermines any 

notion of simplicity in research by reminding us that there are different ways of 
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seeing and understanding an issue. It is, then, vital to make explicit the ontological, 

ŀǎ ǿŜƭƭ ŀǎ ǘƘŜ ŜǇƛǎǘŜƳƻƭƻƎƛŎŀƭ ŀƴŘ ƳŜǘƘƻŘƻƭƻƎƛŎŀƭ ŀǎǎǳƳǇǘƛƻƴǎ ǘƘŀǘ ǳƴŘŜǊǇƛƴ ƻƴŜΩǎ 

research because different ontological positions can, and do, "tell different stories" 

(Mason, 2012, p.14). As a subjectivist/interpretivist, I believe that ΨǎƻŎƛŀƭ ǊŜŀƭƛǘȅΩ is 

mutually constructed between people in the real world, and therefore, my ΨǎƻŎƛŀƭ 

ǊŜŀƭƛǘȅΩ ƛǎ άnot external to individuals - imposing itself on consciousness from 

without" (Cohen, Manion & Morrison, 2011, p.5). My epistemological assumption is 

therefore anti-positivist since I view knowledge as άǇŜǊǎƻƴŀƭΣ ǎǳōƧŜŎǘƛǾŜ ŀƴŘ ǳƴƛǉǳŜέ, 

rather than άƘŀǊŘΣ ƻōƧŜŎǘƛǾŜ ŀƴŘ ǘŀƴƎƛōƭŜέ (ibid., p.6). And so, favouring empiricism 

over rationalism, I regard knowledge itself as a social construction since it is 

interpreted by individuals. 

 

 

²ƛǘƘƛƴ ǘƘƛǎ ƛƴǘŜǊǇǊŜǘƛǾŜ ǇŀǊŀŘƛƎƳ ǘƘŜƴΣ ΨǊŜŀƭƛǘȅΩ ƛǎ ǎƻŎƛŀƭƭȅ ŎƻƴǎǘǊǳŎǘŜŘ ŀƴŘ Ǉremised 

on the belief that people's experiences occur within social, cultural, historical and 

ǇŜǊǎƻƴŀƭ ŎƻƴǘŜȄǘǎΦ IŜƴŎŜΣ ΨǎƻŎƛŀƭ ǊŜŀƭƛǘȅΩ ƛǎ ŎƻƴǎǘǊǳŎǘŜŘ ǘƘǊƻǳƎƘ ŎƻƳƳǳƴƛŎŀǘƛƻƴ ŀƴŘ 

interaction, developing shared inter-subjective meanings. Instead of a focus on 

facts, the emphasis lies with meanings and actions in context, creating multiple 

ǇŜǊǎǇŜŎǘƛǾŜǎ ƻƴ ΨǊŜŀƭƛǘȅΩ ǊŀǘƘŜǊ ǘƘŀƴ ƻƴŜ ǎƛƴƎƭŜ ǘǊǳǘƘΦ !ǎ ŀ ǊŜǎŜŀǊŎƘŜǊ ǎŜŜƪƛƴƎ 

ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ Ƴȅ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ōŜƛƴƎ ŀ ƳŀƭŜ ŘŀƴŎŜǊ όƻǊ ǇŀǊŜƴǘ ƻǊ 

teacher thereof), I am, therefore, interested in the multiple realities that emerge 

from the data, alert to any emerging patterns that a flexible, interpretivist research 

design, such as the one described below, affords. 
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4.3 Research Design 

 

As befits the exploratory nature of the research questions, I sought to describe and 

explain the social phenomena around boys who dance, striving for an in-depth 

understanding of how these males negotiated their identities in the light of the 

dominant discourses that surround them. In so doing, I wanted to understand 

behaviours, actions, beliefs, values, emotions and so on from their perspective. It 

was, therefore, vital to ensure that their voices and views were heard and made 

visible in the thesis. Thus, a theoretically informed, qualitative approach, empirical 

and interpretive in its paradigmatic orientation, was deemed most appropriate 

since it could facilitate the use of various methods including interviews, case studies 

and vignettes. 

 

 

However, in addition to the inevitably small-scale nature of my qualitative data 

ƎŜƴŜǊŀǘƛƻƴΣ L ŀƭǎƻ ǿƛǎƘŜŘ ǘƻ ŎŀǇǘǳǊŜ ŀ ƭŀǊƎŜǊ ŎƻƴǘŜȄǘǳŀƭ ǇƛŎǘǳǊŜ ŀōƻǳǘ ōƻȅǎΩ 

involvement in private and public sector dance in England. While not strictly 

necessary for answering the research questions, I nonetheless wanted to know how 

many boys who attended dance schools took exams and in what genres. I was also 

curious to know how many boys opted to study dance at GCSE and Advanced level 

in their secondary schools/colleges. For answers to these questions, I needed to 

generate some quantitative data sourced from leading dance institutions. 

 

 

And so, with these considerations in mind, and after several iterations, an 

appropriate research design was formulated. I began with the generation of 
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ǉǳŀƴǘƛǘŀǘƛǾŜ ŘŀǘŀΣ ǿƘƛŎƘ ƻŦŦŜǊŜŘ ǎƻƳŜ ƛƴŘƛŎŀǘƛƻƴ ƻŦ ōƻȅǎΩ ƛƴǾƻƭǾŜƳŜƴǘ ƛƴ ŘŀƴŎŜΣ ōǳǘ 

followed that with the major qualitative phase, where, in line with the research 

questions, the emphasis was on capturing the experiences of a sample of boys who 

danced. Employing both quantitative and qualitative methods would I hoped, avoid 

any άŦŀƭǎŜ ŘǳŀƭƛǎƳǎέ (Pring, 2006, p.46) since both paradigms can and do have their 

rightful places. My aim was for the two paradigms to be complementary; the 

findings from the initial quantitative data would provide a vital contextual frame, 

mapping the current dance ecology for boys and the extent of their presence within 

the dance sector. Beyond that, however, the dominant research paradigm would be 

qualitative and interpretative, comprising semi-structured interviews. 

 

 

To begin with, secondary data were generated from two sources; firstly, from UKA 

Dance (UKA), a private-sector dance awarding organisation who deliver a range of 

graded dance qualifications, (like those awarded in Music and Drama) and secondly, 

from the Assessment and Qualifications Alliance (AQA), the sole provider of GCSE, AS 

and Advanced Level dance examinations in the UK. These data were used to 

compare examination entry patterns by gender and genre in academic dance (AQA) 

with those of private sector pre-vocational dance (UKA Dance). In phase two, the 

major qualitative phase, data were generated from semi-structured interviews with 

male dancers, parents, teachers and dance policymakers/administrators. As I 

envisaged, the interviews were in-depth and lasted approximately an hour each. I 

also needed to balance the requirements of obtaining a reasonable sample size with 

the practicalities of time and expense involved in travel, transcription etc. and so 

determined that around 25 male dancers would be an optimal sample size, plus four 
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or so interviews each with teachers, parents and policymakers. In the event, I ended 

up with 26 male dancers, four parents, six teachers and four dance policymakers/ 

administrators ς a substantial yet manageable sample. 

 
 
 

4.4 Quantitative phase: dance examination data from UKA Dance and AQA 

 

It was necessary to generate data to understand the popularity (or otherwise) of 

different dance genres with boys who dance in the private sector. However, 

generating data about private-sector dance in England was not straightforward, 

since the sector, diverse, fragmented and commercially competitive in its 

orientation, is unused to placing such data in the public domain. Having established 

that the sector did not collate data for overall participation rates, there were, 

however, some statistics available for dance examination entries stratified by dance 

genre, collected by the individual dance awarding organisations such as UKA Dance 

(UKA). Having close links with this organisation (as a member of its Executive 

Council), I was able to gain access this data relatively easily, whereas my requests 

for similar information from another two dance awarding organisations were 

declined on the grounds of commercial confidentiality. 

 

 

Once collected, the data was analysed descriptively to establish how many boys 

took dance examinations and in what genre(s). Empirically speaking , I knew that 

ōƻȅǎ ǿƘƻ ŘŀƴŎŜŘ ƻŦǘŜƴ ƭŜŀƴǘ ǘƻǿŀǊŘǎ ŎŜǊǘŀƛƴ ΨǎŀŦŜΩ ŘŀƴŎŜ ƎŜƴǊŜǎ όƛƴ 

ƘŜǘŜǊƻƴƻǊƳŀǘƛǾŜ ǘŜǊƳǎύΣ ǎǳŎƘ ŀǎ ǳǊōŀƴ ŘŀƴŎŜΣ ŀƴŘ ŀǾƻƛŘŜŘ ƻǘƘŜǊΣ ΨǳƴǎŀŦŜΩ ƻƴŜǎ 

such as ballet, but as yet no data had been analysed to validate this. Hence, statistics 

for the 2017/18 academic year (reproduced in Appendix Four) were obtained from  
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UKA Dance and are discussed in Chapter Five. Awarding organisations such as UKA 

Dance grant dance qualifications which are OFQUAL-regulated and valuable since 

success at grades six, seven and eight earn Universities and Colleges Admissions 

Service (UCAS) tariff points for entrance to higher education. For information, 

Appendix Six shows these UCAS points alongside those awarded for Advanced level 

subjects. 

 

 

In the UK, dance examinations at GCSE, AS and Advanced Level are provided by the 

Assessment and Qualifications Alliance (AQA). They were happy to furnish their 

entry statistics, stratified by examination type (GCSE/AS/A Level), academic year and 

gender from 2010-2018, thereby allowing some degree of comparability between 

the gendered entry patterns in the academic sector and those in the private sector. 

While statistical data for England alone are not collected by AQA, the data are 

nonetheless useful in highlighting the gender discrepancies in entry patterns as well 

as the declining rate of overall entries. The AQA data, contained in Appendix Five, 

are discussed in Chapter Five. Further courses that might incorporate dance, such as 

the BTEC in Performing Arts, were excluded from analysis as Pearson, the awarding 

organisation, were unable to provide me with data in a timely fashion. 

 

 

Nonetheless, I was now sufficiently equipped with some understanding of the 

relationship between dance, dance genres and gender, and so I prepared for the 

main qualitative phase of data generation by undertaking a small pilot study. Before 

describing that however, I discuss the ethical considerations pertinent to my 

research and the challenges of recruiting participants. 
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4.5 Qualitative phase: interviews with male dancers, parents and teachers 
 
 

 

4.5.1 Ethical considerations and participant recruitment 

 

In preparation for the pilot study (comprising six semi-structured interviews), 

ethical approval was secured from the Lancaster University Research Ethics 

Committee and I undertook to comply with its guidelines, together with those of 

the British Educational Research Association (BERA). To ensure adherence to child 

protection and safeguarding protocols, DBS certification was obtained via Lancaster 

University prior to the start of fieldwork. 

 

 

My understanding of research ethics was no doubt honed by the two years (2016/17 
 

& 2017/18) I spent as a member (student representative) of the university research 

ethics committee which oversaw proposed research in the Faculty of Arts and Social 

Sciences and the Management School at Lancaster University. While I had previously 

undertaken a comprehensive research training module, I also benefitted from the 

specific training offered to all new committee members. Moreover, I found the 

experiential learning of attending meetings and debating complex ethical issues to 

be immensely valuable to my own efforts in conducting research in a way that 

respects the dignity, rights and welfare of my participants, and one which minimises 

risks to participants, researchers, third parties and the university itself. 

 

 

In my case, these concerns were especially acute since most of my participants 

ǿŜǊŜ ŎƘƛƭŘǊŜƴ όǳƴŘŜǊ ǘƘŜ ŀƎŜ ƻŦ муύ ŀƴŘ ǎƻ ŘŜŜƳŜŘ ΨǾǳƭƴŜǊŀōƭŜΩΦ ¢Ƙŀǘ ǎŀƛŘΣ 

vulnerability should not be understood as a fixed category related to, for example,  
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ǎƻƳŜōƻŘȅΩǎ age, since it more properly relates to how susceptible an individual is to 

pressure, or to emotional, psychological and physical harm, and their ability to 

protect themselves from harm or exploitation. It was, nonetheless, proper to regard 

my 26 ŘŀƴŎŜǊ ǇŀǊǘƛŎƛǇŀƴǘǎ ŀǎ ΨǾǳƭƴŜǊŀōƭŜΩ ŀƴŘ ŀǎ L ŜȄǇƭƛŎŀǘŜ ōŜƭƻǿΣ L ǇǊƻŎŜŜŘŜŘ ǿƛǘƘ 

a range of measures designed to mitigate any risks they might encounter. 

 

 

Sourced from an online database (dance-teachers.org), I identified ten dance schools 

in north-west England and approached the first two on the list from where I hoped 

to recruit six participants for my pilot study (explained below) subject to my 

sampling criteria - males, aged 11 to 18 years, studying at least one of the major 

dance genres of ballet, tap, jazz, contemporary, ballroom/latin-american and urban. 

After making introductory phone calls to each school principal, outlining my 

research and gauging their interest, (which was positive and enthusiastic), I issued 

them with paper and electronic copies of participant information sheets and sample 

interview questions. Furthermore, I explained my intended reliance on them to 

suggest and approach potential participants, subject, of course, to my sampling 

criteria. 

 

 

It also felt important to meet the teacher(s) face to face at this point, and so I made 

arrangements to visit each school to continue the process of establishing trust and 

rapport. I was, after all, asking a great deal of these individuals, both in them acting 

as an initial conduit between the potential participants and myself, and ultimately in 

allowing me access to their pupils for whom they had a duty of care. On a more  
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practical note, I also wished to visit the school premises to establish if private 

interviewing space would be available (and when), since I reasoned that 

participants would feel more comfortable being interviewed in a familiar but 

nonetheless private environment. I did not wish to visit boys in their own homes 

since I feared they might feel constrained and/or distracted by any parental or 

sibling presence. As expected, not all schools were able to accommodate me for 

ƛƴǘŜǊǾƛŜǿǎ ŀƴŘ ǎƻ L ǊŜǎƻƭǾŜŘ ǘƻ ǳǎŜ ƻƴƭƛƴŜ ƛƴǘŜǊǾƛŜǿǎ Ǿƛŀ Ψ{ƪȅǇŜΩΣ ǎǳōƧŜŎǘ ǘƻ 

participant consent, instead. 

 

 

A week or so after my visit, I contacted each school by telephone to confirm their 

participation and to answer any further queries. Once confirmed, they began to 

approach potential participants and distribute the information sheets, interview 

schedules and consent forms. I was, therefore, wholly dependent on the schools for 

my participant recruitment and knew that the pool of potential participants was 

small. Moreover, in addition to the sampling criteria above, I wanted, ideally, to 

recruit a diverse range of participants, spanning social class and ethnicity, and made 

this known to the dance school principals who were acting as the recruitment 

ΨƎŀǘŜƪŜŜǇŜǊǎΩΦ 

 

 

However, I realised meeting this additional criteria would be difficult owing to the 

relative homogenous nature of private-sector dance and so would preclude any 

substantive intersectional analysis of my data. Thus, my focus stayed on gender, and 

in particular how young male dancers constructed their masculinities in the face of 

the dominant discourses that surround them. However, during subsequent analysis  
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and discussion, I have made brief reference to salient intersectional factors, such as 

ōƻȅǎΩ ǎƻŎƛŀƭ Ŏƭŀǎǎ and ethnicity (20 self-identified as middle-class, six as working-

class; all were white British except for Saul, a black Jamaican), to illuminate  

issues such as the (un)affordability of private-sector dance education for 

some families. 

 
 
 

Beyond these initial sampling concerns, obtaining consent then became imperative. 

For participants under 18, I required not only their consent but that of someone 

with parental responsibility for them, usually a parent or guardian. Although I knew 

that young people aged 16 to 18 with sufficient understanding were able to give 

their full consent to participate in research independently of parents and guardians, 

I nonetheless encouraged them to discuss their participation with their 

parents/guardians and supplied an additional parental consent form for their use. It 

was vital too that participants understood what, precisely, they were consenting to, 

and so clear, age-appropriate participant information sheets and consent forms had 

been produced for different classes of participants - one for children and young 

people (under 18); another for parents, guardians and carers and a further one for 

teachers, administrators and policymakers. Appendices One and Two contain these 

documents. 

 
 
 

However, seeking written consent was not sufficient in my view, especially as I had 

not yet met the potential participants, and so, now furnished with their contact 

details (parental email address and telephone number, supplied by the dance 

schools with their permission), I made telephone appointments to speak with the  
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boys and at least one of their parents or guardians. This was to establish a rapport in 

readiness for the interviews, but also to reconfirm consent, answer any questions 

and finalise arrangements for the interview. Moreover, although the participant  

information had been written in age-appropriate language, I was unaware of 

ǇŀǊǘƛŎƛǇŀƴǘǎΨ ŎƻƎƴƛǘƛǾŜ ŀōƛƭƛǘƛŜs and their capacity to understand it.  My 

telephone calls were therefore an opportunity to summarise the contents of the 

written information and to satisfy myself, as far as was practicable, that I was 

indeed receiving informed consent. 

 

 

During the calls, I stressed that participation was voluntary and explained the 

ǊŜŀǎƻƴǎ ŦƻǊ ŀƴƻƴȅƳƛǎƛƴƎ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ŘŀǘŀΣ ŀǎǎǳǊƛƴƎ ǘƘŜƳ ǘƘŀǘ ǘƘŜƛǊ ƛŘŜƴǘƛǘȅ ǿƻǳƭŘ 

remain confidential unless I had safeguarding concerns (i.e. a belief that they or 

someone else was at risk of physical or mental harm). I reiterated that their consent 

would be reconfirmed on an ongoing basis, but especially so prior to the start of the 

interview and at its conclusion. They were also reminded they could withdraw at 

any time without reason, and how best to do this - by email or text, sent by 

themselves or on their behalf by someone with parental responsibility. These 

methods were chosen to minimise any potential discomfort and to reassure them 

that they did not need to speak to me in order to withdraw. An overriding concern 

was to satisfy myself that the boys were not under any duress to participate from 

parents, teachers or others.  

 

As stated earlier, building rapport was a prime concern. Whereas Oppenheim (1992) 

describes rapport as an elusive quality and one that only experienced, skilled 

interviewers possess, I, like others such as Fowler & Mangione (1990) judged it  
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important for all interviewers and vital to successful data generation. To this end I 

placed much emphasis on establishing personal contact with my participants and  

parents, especially via the telephone (but also by email and text), and invited them 

to contact me with any queries, no matter how small. Few participants did this, and 

those who did usually contacted me for logistical reasons, such as to rearrange 

appointment times or venues. 

 

Beyond reiterating information in the participant information letters, during the 

initial telephone calls I also drew attention to my personal history as an ex-dancer 

and teacher ς an effective strategy designed to create empathy and trust ( Ryan & 

Dundon, 2008).  Not untypically, one parent commented in response, Ψ{ƻ ȅƻǳΩƭl 

ǊŜŀƭƭȅ ǳƴŘŜǊǎǘŀƴŘ ǿƘŜǊŜ ƘŜΩǎ ŎƻƳƛƴƎ ŦǊƻƳ ǘƘŜƴΣ ǿƻƴΩǘ ȅƻǳΚΩ.  Thus, for many 

respondents, my familiarity with the field was perceived to be an advantage (while 

for me as researcher, also a source of potential bias, as I discuss in Chapter 8), but 

nonetheless I believe my familiarity with the subject undoubtedly helped in building 

rapport with participants, several of whom questioned me about my career in 

dance.  

 

During these pre-interview interactions, I sometimes addressed participant (usually 

parental) concerns regarding issues of anonymity and confidentiality, since there 

was some confusion about the two, usually arising from a conflation of the terms. 

Thus, I went to some lengths to explicate these and reiterate the limits of 

confidentiality and the circumstances in which it could be compromised.  I was 

acutely aware that some boys might currently be experiencing bullying, and if so, 

did not want to add to their distress. The telephone calls were therefore an  
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ƻǇǇƻǊǘǳƴƛǘȅ ǘƻ ŜǎǘŀōƭƛǎƘ ǎƻƳŜǘƘƛƴƎ ƻŦ ǘƘŜ ōƻȅǎΩ ΨƘƛƴǘŜǊƭŀƴŘΩ ŀƴŘ ŦƻǊƳ ŀ ƧǳŘƎŜƳŜƴǘ 

about their suitability for inclusion in the study since I had to satisfy myself that no 

harm would result from it.  Consequently, I asked each parent, ΨSo how does X feel 

aōƻǳǘ ǘŀƪƛƴƎ ǇŀǊǘ ƛƴ ǘƘŜ ǎǘǳŘȅΚΩ ŀƴŘ Ψ5ƻŜǎ ƘŜ ŜƴƧƻȅ ƭƛŦŜ ŀǘ ǎŜŎƻƴŘŀǊȅ ǎŎƘƻƻƭΚΩΤ L then 

reiterated these question to each participant, noting and comparing responses to 

satisfy myself that I was safe to proceed with each individual. This step was 

imperative since the sample had been selected on my behalf by dance teachers and 

so this was my first opportunity to assess them (and they me) via our telephone 

conversations and so begin the process of building rapport.  

 

I found that participants were enthusiastic about the prospect of sharing their dance 

experiences. An extract from my notebook, following my initial telephone 

conversations stated that Caleb (14) seemed ΨǇƭŜŀǎŜŘ ǘƻ ǘŀƭƪ ŀōƻǳǘ ƛǘ ώŘŀƴŎŜϐ ǎƛƴŎŜ 

ƘŜ ŘƻŜǎƴΩǘ ǳǎǳŀƭƭȅ ŘƛǎŎǳǎǎ ƛǘ ǿƛǘƘ Ƴŀƴȅ ǇŜƻǇƭŜΩ, Alec (13) ǿŀǎ ΨŀƭǊŜŀŘȅ ƛƴ ƛƴǘŜǊǾƛŜǿ 

ƳƻŘŜ ŀƴŘ ǊŜŀŘȅ ǘƻ ŎƘŀǘΩ ŀƴŘ bŜƛƭ όммύ ΨǿŀǊƳŜŘ ǳǇ ǉǳƛǘŜ ǉǳƛŎƪƭȅΩΦ My notes on 

parents included the comment that Stephen, stepfather of Owen (15) thought ΨƘŜΩŘ 

ŜƴƧƻȅ ǎǇŜŀƪƛƴƎ ǘƻ ǎƻƳŜƻƴŜ ƭƛƪŜ ȅƻǳΩ while Linda, mother of Roger (15ύ ƧƻƪŜŘΣ Ψ¸ƻǳΩƭƭ 

ƘŀǾŜ ǘǊƻǳōƭŜ ǎƘǳǘǘƛƴƎ ƘƛƳ ǳǇΗΩ . 

 
 
 

Nonetheless, I also sought to allay any latent fears about the content of the 

interviews by providing the interview questions in advance, copies of which are in 

Appendix Three, since I wanted to make it clear what would, and as importantly, 

would not, be covered. I reassured participants (and parents) they had a right not to 

answer any question(s) and this would be accepted without demur. Most notably,  
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intrusive personal questions regarding sexual orientation would not be asked of 

participants, including those aged 16 and above.  I had pondered how best to 

approach this sensitive topic which, in many ways, was central to my research, so 

choosing to ignore it in the interviews was a risky strategy while, conversely, asking 

about it was clearly intrusive and ethically unsound since it could cause distress. 

While I was comfortable to divulge my sexuality, if appropriate, I appreciated that 

differences in age, situation, status etc. between the participants and me were 

significant, and I could not expect this frankness to be reciprocated, especially to an 

relatively unfamiliar researcher. However, I hoped that some of the older 

interviewees would feel able to voluntarily share their sexual orientation with me, 

since it was likely to be a significant factor in their life history and probably in their 

experience of dance education and training too. In the event, it was heartening to 

note that most participants did share their sexuality with me, either implicitly, or 

more often, explicitly - an indicator of their trust in me and of the rapport we had 

established. 

 
 
 

Interview schedules were differentiated for dancer, parent and teacher, together 

with the schedule for policymakers which was added later. The schedules contained 

questions which directly addressed the research questions plus a few more wide-

ranging and open-ended ones, consonant with the nature of a semi-structured 

interview. The question wording was quite informal, and during the pilot and 

subsequent fieldwork, I posed them in a conversational way to create a relaxed 

mood which I hoped would encourage participants to talk more freely and to ask 

questions of me if they so desired. In essence, I wanted the participants to feel that  
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they were engaging in a conversation rather than an interview and to minimise the  

effect of any actual and/or imagined power relations. Interviews always 

ŎƻƳƳŜƴŎŜŘ ǿƛǘƘ ŀ ŦŜǿ ƎŜƴŜǊŀƭ ΨǿŀǊƳ ǳǇΩ ǉǳŜǎǘƛƻƴǎ όƴƻǘ ƭƛǎǘŜŘ ƻƴ ǘƘŜ ǎŎƘŜŘǳƭŜǎύ 

which were intended to relax the interviewee and so ease the elicitation of 

information during the interview proper. For example, a favourite one was to ask 

was, ά{ƻΣ ǿƘŀǘ ƘŀǾŜ ȅƻǳ ōŜŜƴ ŘƻƛƴƎ ǘƻŘŀȅέΚ which prompted a range of 

responses, some of which segued into the actual interview. 

 

 

Furthermore, I had to consider the age and cognitive abilities of the participant 

dancers, who ranged from 11 to 18 years, to ensure that the questions were always 

understandable. Where necessary, this might demand that a synonym be used, so 

that, for example, the question relating to masculinity, ά²Ƙŀǘ ŘƻŜǎ ǘƘŜ ǿƻǊŘ 

ƳŀǎŎǳƭƛƴƛǘȅ ƳŜŀƴ ǘƻ ȅƻǳΚέ was reframed for younger interviewees as ά²Ƙŀǘ ƛǎ ƛǘ ƭƛƪŜ 

ǘƻ ōŜ ŀ ōƻȅΚέ, and/or ά²Ƙŀǘ Řƻ ȅƻǳ ƭƛƪŜ ŀōƻǳǘ ōŜƛƴƎ ŀ ōƻȅΚέ. Clearly, this was not 

ideal since the questions were not identical, more of an approximation to the 

original one, and while I was aware that such semantic differences could be 

significant, I knew too that the coding I planned to do could accommodate such 

variations. An explanation of the approach to the coding and analysis of the data 

can be found in 4.7. 

 
 
 

Sources of support (e.g. contact details for Childline, Kidscape and StandUp (sic) 

Foundation) were made available to participants; in the event, none were requested. 

If participants changed their mind about participating within four weeks of 

interview, I reiterated that their data would be deleted and disregarded. They would 

not need to request this since it would be done as a matter of course; similarly, I 
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would confirm the deletion and disregard of this data with participants. Happily, 

though, no such requests were received. 

 
 
 

4.5.2 Pilot study 
 

As mentioned previously, a pilot study was necessary to assess if the draft 

questions were fit for purpose and would generate rich and sufficient data to 

answer the research questions. It was not thought necessary to interview 

policymakers at this stage as some of their questions would only be formulated 

following analysis of the dancer/parent/teacher interview data. The pilot study, 

which lasted three months, comprised semi-structured interviews (each lasting an 

hour or so), with four male dancers, one teacher and one parent, sourced from two 

ŘŀƴŎŜ ǎŎƘƻƻƭǎΣ ƛŘŜƴǘƛŦƛŜŘ ŦǊƻƳ ŀƴ ƻƴƭƛƴŜ ŘŀǘŀōŀǎŜΣ ΨŘŀƴŎŜ-ǘŜŀŎƘŜǊǎΦƻǊƎΩΣ ƳŀƛƴǘŀƛƴŜŘ 

by the ISTD (Imperial Society of Teachers of Dancing). 

 

 

During the pilot, I enquired how, in principle, boys would feel about me undertaking 

observations in their secondary schools, especially in their dance lessons, but this 

was rejected unanimously. While this was unsurprising (as well as being potentially 

fraught with ethical and logistical difficulties), boys did not want to be the άŎŜƴǘǊŜ ƻŦ 

ŀǘǘŜƴǘƛƻƴέ within their day schools, as one dancer put it. Sensitive to this, and of the 

negative repercussions that might well arise for participants, I abandoned the idea 

of obtaining ethnographic, observational data and so was left reliant on pupil and 

ǘŜŀŎƘŜǊ ŀŎŎƻǳƴǘǎ ǘƻ ƎŀǊƴŜǊ ŀƴ ƛƴǎƛƎƘǘ ƛƴǘƻ ōƻȅǎΩ ƭƛŦŜ ŀǘ ǎŎƘƻƻƭΦ όbƻƴŜǘƘŜƭŜǎǎΣ L 

strongly believe that gaining access to schools to ǊŜǎŜŀǊŎƘ ōƻȅǎΩ όŀƴŘ ƎƛǊƭǎΩύ 

 
 

 

118 



 

experiences of dance education is a worthwhile endeavour and would be a 

valuable post-doctoral project). 

 
 
 

Overall though, I judged the pilot study to have been successful and the research 

instruments fit for purpose. However, some minor revisions were necessary; for 

example, changes were made to the wording of certain questions to aid clarity, and 

additional questions were added such as one focussed on the media portrayal of 

dance and male dancers, (άIƻǿ Řƻ ȅƻǳ ǘƘƛƴƪ ŘŀƴŎŜ ƛǎ ǇƻǊǘǊŀȅŜŘ ōȅ ǘƘŜ ƳŜŘƛŀΚέ) 

which boys had identified as being influential in shaping their perceptions of dance 

and male dancers. In view of this, I subsequently chose to exclude the pilot data 

from my analysis; however, as I planned to conduct 25 or so further interviews, I did 

not envisage being short of data. 

 

 

As a former secondary school teacher, I was experienced in questioning pupils in a 

classroom environment but not so in a research interview context. However, my 

range of skills, of interviewing, observing and reflection, were all honed during the 

pilot study in readiness for the main phase of data generation. Adapting my 

vocabulary to suit the age of the participant, I was able to refine my questioning 

technique, realising the importance of asking open questions that were clear, 

short and unambiguous, and avoiding leading questions, technical terms and 

emotive language. 

 

 

I was also able to hone the structure of the interview, beginning with a preamble to 

relax the participant, followed by a brief recap of its purpose and of their rights (e.g. 
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to not answer questions and to withdraw completely). Based on the pilot responses, 

I also revised the sequence of questions, calibrating them from easier ones to harder 

ones, but always ending with a positive issue or question. I found that allowing the 

interviewee some freedom to diverge from the question sometimes paid dividends 

in garnering an unexpected, valuable response, as did skilful probing, supported by 

such techniques as an expectant pause (to encourage vocalisations), small 

gesticulations or nods to signify active listening and returning words used by the 

participant. These techniques were especially useful in teasing out more data from 

nervous, reluctant or shy interviewees. 

 

 

4.5.3 Interviews with male dancers, parents and teachers 

 

Following the pilot study, I began to recruit participants for interview, returning to 

ǘƘŜ ƻƴƭƛƴŜ ŘŀǘŀōŀǎŜΣ Ψ5ŀƴŎŜ-ǘŜŀŎƘŜǊǎΦƻǊƎΩΣ ƳŀƛƴǘŀƛƴŜŘ ōȅ ǘƘŜ L{¢5Σ ŀƴŘ again 

restricting my search to the north west of England (Cheshire, Cumbria, Lancashire, 

Merseyside and Greater Manchester), in order to minimise travel costs and time. 

Having decided to exclude the pilot data from my analysis, I identified a further eight 

potential participant schools from the database, all of whom agreed to assist me. I 

was most grateful for their co-operation and wholly reliant on their goodwill since, 

as gatekeepers, it was their task to select the participants (subject to my sampling 

criteria outlined above). The dance schools distributed my information sheets and 

consent forms to 30 or so potential participants, and once signed and returned I was 

given contact details for the 26 dancers who had agreed to take part. I could then set 

about arranging the interviews which would take place on dance school premises or 

by Skype, at mutually convenient times. In sum then, my data set comprised 26 
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dancers aged 11 to 18 in the secondary phase of education, 22 of whom attended 

state sector institutions, (including comprehensive and grammar schools since the 

latter still exist in parts of Lancashire), while 4 attended independent schools. The 

ƭŀǘǘŜǊ ǿŜǊŜ ŦǊŜŜ ǘƻ ƛƎƴƻǊŜ ǘƘŜ ƎƻǾŜǊƴƳŜƴǘΩǎ bŀǘƛƻƴŀƭ /ǳǊǊƛŎǳƭǳƳ ǿƘƛŎƘ ƛƳǇƻǎŜǎ ŀ 

statutory duty on state schools to teach dance as a component of Physical 

Education (P.E.) for pupils at Key Stage Three, i.e. 11 to 14-year olds. Since I also 

wished to canvass the views of parents, interviews with two mothers and two 

fathers (from different dance schools) were subsequently arranged. Similarly, I was 

keen to interview dance teachers and so conducted interviews with six teachers, 

four of whom were female and two male. 

 

 

My preference was to conduct interviews face-to-face with the young dancers, and I 

was able to accomplish this with 23 of them while the remaining three interviews 

were conducted, for logistical reasons, by Skype. Initially, I had wished to avoid this 

mixed-mode data generation (in person and online) since I wanted to capture as 

much verbal and non-verbal information as possible and judged this more achievable 

with a face to face encounter. I also felt it might be easier to build a rapport in 

person but, surprisingly, found the online encounters highly generative. Although 

there was a focus on the face, and much of the body language was lost online, it 

was, nonetheless, quite an intimate encounter, save for one participant whose 

father was out of shot but sometimes audible . Clearly, such instances are difficult to 

control but I intervened early on by diplomatically reminding the participant to close 

doors and windows to help eliminate the extraneous noise I could hear. Although 

this tactic worked, I could not guarantee that the participant was left alone for the 
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remainder of the interview, an inevitable consequence of this interview mode, nor 

was I confident that, at its conclusion, I had garnered all the possible data from him. 

Overall though, I took the view that, where necessary, and despite their 

constraints, I would rather conduct Skype interviews than lose participants 

altogether. 

 

 

Each school principal had provided some basic information on their school - pupil 

numbers, differentiated by gender and the range of dance genres taught. As can be 

seen in the ǘŀōƭŜ ōŜƭƻǿΣ ǿƘƛŎƘ ǎƘƻǿǎ ŜŀŎƘ ǎŎƘƻƻƭΩǎ ǇǎŜǳŘƻƴȅƳΣ ŀƭƭ ŜƛƎƘǘ ǎŎƘƻƻƭǎ ƘŀŘ 

an overwhelming majority of female pupils; only Beech and Pine had a relatively high 

proportion of boys attending (9.7% and 8.2% respectively). These two schools were 

unique in offerinƎ ōƻȅǎΩ-only gymnastic and urban dance classes which they believed 

were an effective recruitment strategy for male dancers. Beech and Pine were in 

stark contrast to say, Elms, a ballroom and latin-american dance school which had 

only two male pupils (1.6%) and 120 female pupils (98.4%). 

 

 

The data also confirmed that the paucity of boys would have made the 

establishment of focus groups within dance schools, (an early idea of mine), difficult 

if not impossible to accomplish, and that my alternative method of individual 

interviews was a more feasible strategy. 

 
 
 
 
 
 
 
 
 
 
 
 

122 
 
 



Table 4.1 List of dance schools and dance genre codes 

 

School Name Girls on roll Girls as % Boys on roll Boys as % Dance genres 

     taught 

1. Alder 200 98.0% 5 2.0% B/T/J/C/BL/U 

2. Beech 260 90.3% 28 9.7% B/T/J/C/BL/U 
3. Elm 120 98.4% 2 1.6% BL 

4. Hawthorn 80 96.4% 3 3.6% C/U 

5. Maple 80 96.4% 3 3.6% B/T/J 

6. Oak 130 97.5% 3 2.5% B/T/J/C/U 

7. Pine 90 91.8% 8 8.2% B/T/J/C/U 

8. Willow 60 93.8% 4 6.2% B/T/J/C/BL/U 

 

B = Ballet; T = Tap; J = Jazz; C = Contemporary;  

BL = Ballroom/Latin-American; U = Urban 
 
 
 

 

4.5.4 Interviews with dance administrators and policymakers 

 

The final element of data generation was an additional set of four semi-structured 

interviews conducted with administrators/policy makers from two dance awarding 

organisations . These individuals had volunteered their cooperation in response to 

an appeal I had made in person to delegates at the Awarding Organisations 

Committee of the Council for Dance, Drama and Musical Theatre. As with previous 

interviews, I provided participants with an interview schedule in advance, based on 

the emerging themes from my analysis. The primary focus of these interviews was to 

discuss my preliminary findings in order to address research question three - άIƻǿ 

ƳƛƎƘǘ ǘƘŜǎŜ ǊŜǎŜŀǊŎƘ ŦƛƴŘƛƴƎǎ ƛƴŦƻǊƳ ǇƻƭƛŎȅ ŀƴŘ ǇǊŀŎǘƛŎŜ ƛƴ ōƻȅǎΩ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴ 

and training? 

 

 

The audio interviews were first captured using a voice recorder application on my 

mobile phone, then transferred to my password-protected encrypted laptop 
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ŎƻƳǇǳǘŜǊ ōŜŦƻǊŜ ōŜƛƴƎ ǳǇƭƻŀŘŜŘ ǘƻ [ŀƴŎŀǎǘŜǊ Ψ.ƻȄΩΣ ŀ ŦƛƭŜ ǎƘŀǊƛƴƎ ǊŜǎƻǳǊŎŜ ǿƘƻǎŜ 

 

data is automatically encrypted. 
 
 
 

 

4.6 Why choose semi-structured interviews? 
 

A concern for the individual is a hallmark of the interpretive paradigm and this 

concern lies at the heart of my research which is to άǳƴŘŜǊǎǘŀƴŘ ǘƘŜ ǎǳōƧŜŎǘƛǾŜ ǿƻǊƭŘ 

ƻŦ ƘǳƳŀƴ ŜȄǇŜǊƛŜƴŎŜέ (Cohen, Manion & Morrison, 2011, p.17). Semi-structured 

interviews were therefore ideally suited to capturing the individual, subjective lived 

experiences of boys who dance, their parents and teachers, and the meanings they 

make of that experience (Seidman, 2013). Moreover, I believe, like Roulston (2013) 

in the likelihood of a link between the type of interview used, the processes involved 

ŀƴŘ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊΩǎ ǇƘƛƭƻǎƻǇƘƛŎŀƭ ǇƻǎƛǘƛƻƴΦ IŜƴŎŜΣ ŀǎ ŀ ŎƻƴǎǘǊǳŎǘƛƻƴƛǎǘ L ŜƴǾƛǎŀƎŜŘ 

the interviewees working with me in a semi-structured interview to co-construct or 

generate the data, making sense of the topic collaboratively. Listening back to the 

interviews and noting the degree of interaction, the requests for clarification or 

elaboration, the sǳǇǇƻǊǘƛǾŜ ŀƴŘ ŜƴŎƻǳǊŀƎƛƴƎ ǳǎŜ ƻŦ ΨŦƛƭƭŜǊǎΩ ŀǎ ǿŜƭƭ ŀǎ ŀ Ƙƻǎǘ ƻŦ 

prosodic features, I believe this was the case. 

 
 
 

More generally though, the use of interviews was consonant with my belief that the 

main beneficiaries of this research would principally be boys who dance, who so 

often are marginalised and stigmatised. They are worthy of support and of my 

advocacy, and their experiences deserve an audience. The semi-structured nature of 

the interview enabled not only focussed questioning but the flexibility for both 

parties to speak tangentially but nonetheless relevantly. Listening back to the 
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interviews and reading the transcripts, it is clear that some of the key 

information provided by participants arose in this way. 

 
 
 

A further related strength of using semi-structured interviews was that they seemed 

ǇŀǊǘƛŎǳƭŀǊƭȅ ǎǳƛǘŀōƭŜ ŦƻǊ ŘŜŀƭƛƴƎ ǿƛǘƘ ǇƻǘŜƴǘƛŀƭƭȅ ǎŜƴǎƛǘƛǾŜ ƛǎǎǳŜǎΣ ǎǳŎƘ ŀǎ ǇŀǊǘƛŎƛǇŀƴǘǎΩ 

identities or sexualities, since they were capable of capturing lines of argument, 

turns of thought, nuances and suchlike in a way that most other methods could not. 

Moreover, as previously mentioned, such interviews enabled participant voices to 

be heard in the first person, in a private and supportive environment. 

 

 

It was also important, I believed, to take account of the contexts (social, cultural, 

economic and physical) in which the research participants found themselves. Again, 

I judged this could be best achieved through interviews, which are well-suited to 

describing and interpreting a range of material practices. Such data can generate 

άǘƘƛŎƪ ŘŜǎŎǊƛǇǘƛƻƴǎέ (Geertz, 1973) which not only describe events in their context 

but also άǇŀǊǘƛŎƛǇŀƴǘǎΩ ƛƴǘŜƴǘƛƻƴǎΣ ǎǘǊŀǘŜƎƛŜǎ ŀƴŘ ŀƎŜƴŎȅέ according to Cohen, 

Manion & Morrison, (2011, p.540). 

 

 

Wishing to address the research question, άIƻǿ ƳƛƎƘǘ ǘƘŜǎŜ ǊŜǎŜŀǊŎƘ ŦƛƴŘƛƴƎǎ 

ƛƴŦƻǊƳ ǇƻƭƛŎȅ ŀƴŘ ǇǊŀŎǘƛŎŜ ƛƴ ōƻȅǎΩ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴ ŀƴŘ ǘǊŀƛƴƛƴƎΚέΣ I judged that an 

empirically-ōŀǎŜŘ ǘƘŜǎƛǎΣ ŀǘǘŜǎǘƛƴƎ ǘƻ ōƻȅǎΩ ŦƛǊǎǘ-hand experiences of dance in their 

dance and secondary schools, obtained through semi-structured interviews that 

ŦƻǊŜƎǊƻǳƴŘŜŘ ǇŀǊǘƛŎƛǇŀƴǘǎΩ ǾƻƛŎŜǎΣ ǿŀǎ ōŜǎǘ ǇƭŀŎŜŘ ǘƻ ŀŘǾƻŎŀǘŜ ŦƻǊ ŎƘŀƴƎŜǎ ǘƻ 

dance education policy and practice, so as to promote gender equity in dance  
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pedagogy, for example.  

 

Dance, as a living, breathing art form with its focus on the body, also needed a 

voice, and I judged that such a voice (or a chorus of voices), could best be made 

material through using semi-structured interviews. 

 
 

 

4.7 Analysing the qualitative data 
 
 
 

4.7.1 The process of thematic analysis 

 

The pilot and subsequent interviews were transcribed by me since I wished to 

familiarise myself with, and get close to, the data (Riessman, 1993). These were 

ǎǘƻǊŜŘ ƛƴ ŀƴŘ ŜƴŎǊȅǇǘŜŘ ōȅ Ψ.ƻȄΩΣ ƘƻǎǘŜŘ ōȅ [ŀƴŎŀǎǘŜǊ ¦ƴƛǾŜǊǎƛǘȅΦ ¢ƘŜ ŀŎǘ ƻŦ 

transcribing was also the first important step of analysis (Bird, 2005), an interpretive 

act where meanings are created (Lapadat & Lindsay, 1999). Transcriptions were 

orthographic, verbatim accounts of all verbal and sometimes non-verbal utterances 

such as gestures, if they were deemed important. 

 

 

Drawing initially upon Ryan & Bernard (2003), a close reading of the data was 

undertaken to generate a list of ideas about content and what was of interest. I 

identified, among other things: word repetitions, in-vivo terms, key-words-in-

context, metaphors, analogies, transitions, connectors and nascent 

conceptualisations. These were then coded with a written definition of each new 

ŎƻŘŜ ŀŘŘŜŘ ǘƻ ŀ ΨƳŜƳƻΩ ōƻƻƪΦ L ǳƴŘŜǊǎǘƻƻŘ ŀ ŎƻŘŜ ǘƻ ōŜ άǘƘŜ Ƴƻǎǘ ōŀǎƛŎ ǎŜƎƳŜƴǘΣ 

or element, of the raw data or information that can be assessed in a meaningful way 

ǊŜƎŀǊŘƛƴƎ ǘƘŜ ǇƘŜƴƻƳŜƴƻƴέ (Boyatzis, 1998, p.63). Such codes initially included 

126 



 άŘŀƴŎŜέΣ άōǳƭƭȅƛƴƎέΣ άǎŜŎǊŜŎȅέΣ άǎŎƘƻƻƭέ ŀƴŘ άƛǎƻƭŀǘƛƻƴέΦ /ƻŘƛƴƎ ǿŀǎ ƛƴŘǳŎǘƛǾŜ ǎƛƴŎŜ  

did not wish to be constrained by a deductive pre-existing coding frame. The 

process, while organic, was itself part of the analysis (Miles & Huberman, 1994) 

since data was being organised into meaningful groups (Tuckett, 2005). At this 

stage, however, coded data was not consonant with the units of analysis (themes), 

which were often broader, tentative and subject to revision. 

 

 

L ōŜƎŀƴ ŎƻŘƛƴƎ ōȅ ǳǎƛƴƎ Ψ!ǘƭŀǎ¢ƛΩ Řŀǘŀ ŀƴŀƭȅǎƛǎ ǎƻŦǘǿŀǊŜ ōǳǘ ǎƻƻƴ ŀōŀƴŘƻƴŜŘ ƛǘ ǎƛƴŎŜ 

 

learning how to use it proved not only time-consuming but exasperating. More 

 

importantly, I had begun to feel detached from the data, having become pre- 
 

occupied with the operational mechanics of the software and so reverted to manual 

 

ŎƻŘƛƴƎΣ ǳǎƛƴƎ ǇŜƴΣ ǇŀǇŜǊΣ ŎƻƭƻǳǊŜŘ ƘƛƎƘƭƛƎƘǘŜǊǎ ŀƴŘ Ψtƻǎǘ-ƛǘΩ ƴƻǘŜǎΦ ¢Ƙƛǎ ǇǊƻǾŜŘ 

 

beneficial and I was better able to focus on the task in hand - to reduce an initial list 
 

of flat codes from an unmanageable 153 to around 60. I did this by creating 

 

hierarchical (or tree) codes and a branching arrangement to create sub-codes so 
 

ǘƘŀǘΣ ŦƻǊ ŜȄŀƳǇƭŜΣ ǘƘŜ ƻǊƛƎƛƴŀƭ Ŧƭŀǘ ŎƻŘŜ ƻŦ άŘŀƴŎŜέ ƴŜǎǘŜŘ ǘƻ ōŜŎƻƳŜ άŘŀƴŎŜ Ҕ 

 

ōŀƭƭŜǘέΣ ǿƛǘƘ ǎƛƳƛƭŀǊ ǎǳō-codes created for all the other dance genres, a process that 

 

Corbin & Strauss (1990) call άŘƛƳŜƴǎƛƻƴŀƭƛǎƛƴƎέ. At this point, I considered how 

 

different codes could combine into overarching themes and found visual 

 

ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ǘƻ ōŜ ƘŜƭǇŦǳƭΣ ŦƻǊƳƛƴƎ ΨǘƘŜƳŜ ǇƛƭŜǎΩ ƻŦ Ψtƻǎǘ-ƛǘΩ ƴƻǘŜǎ ŀƴŘ ƳƛƴŘ ƳŀǇǎ 

 

ǘƻ ǊŜŘǳŎŜ ǘƘŜ сл ŎƻŘŜǎ ƛƴǘƻ мр ǇƻǘŜƴǘƛŀƭ ǘƘŜƳŜǎ ƛƴŎƭǳŘƛƴƎΥ ΨǘƘŜ ƳŀƭŜ ŘŀƴŎŜǊΩΤ ΨŘŀƴŎŜ 

 

ƎŜƴǊŜǎΩΤ ΨŦŀƳƛƭȅ ŀƴŘ ŦǊƛŜƴŘǎΩΤ ΨǎŜŎƻƴŘŀǊȅ ǎŎƘƻƻƭ ŜȄǇŜǊƛŜƴŎŜǎΩΤ ΨŘŀƴŎŜ ǎchool 
 

ŜȄǇŜǊƛŜƴŎŜǎΩΣ ΨŘŀƴŎŜ ƛƴǎǘƛǘǳǘƛƻƴǎΩ ŀƴŘ ǎƻ ƻƴΦ ¢Ƙƛǎ Ǿƛǎǳŀƭ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ǿŀǎ ƘŜƭǇŦǳƭ ƛƴ 

 

considering the relationships between codes, themes and different levels of themes 
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such as main and sub-themes. As such, it was an iterative activity, since the coding  
 

involved constant comparison to ensure consistency of approach, moving gradually 

from the descriptive to the analytical, together with a negative case analysis for 

codes which challenged classification. 

 

 

Having devised a set of potential themes, it was then necessary to review them and 

reduce them for manageability. Writing of their approach to thematic analysis, 

Braun & Clarke speak of the necessity for themes to capture άǘƘŜ ŎƻƴǘƻǳǊǎ ƻŦ ǘƘŜ 

ŎƻŘŜŘ Řŀǘŀέ and of the creation of a άǘƘŜƳŀǘƛŎ ƳŀǇέ (Braun & Clarke, 2006, p.21). 

To accomplish this, I reviewed each coded data extract to establish if they formed a 

coherent pattern; this involved the reworking of some themes, the creation of new 

ones and the discarding, merging or subsuming of others. In so doing, I considered 

the validity of the individual themes in relation to the dataset and whether the 

άǘƘŜƳŀǘƛŎ ƳŀǇέ accurately reflected the meanings therein. This necessitated re-

reading the entire data set again to check for the above, but also to code any 

additional data that had been missed previously. 

 

 

{ŀǘƛǎŦƛŜŘ ǿƛǘƘ ǘƘŜ ǊŜǾƛǎŜŘ ΨǘƘŜƳŀǘƛŎ ƳŀǇΩΣ ǘƘǊŜŜ ƻǾŜǊŀǊŎƘƛƴƎ ǘƘŜƳŜǎ ǿŜǊŜ ƎŜƴŜǊŀǘŜŘΥ 

 

ǐ ǇŜŘŀƎƻƎȅΣ ǇŜǊŦƻǊƳŀƴŎŜ ŀƴŘ ǇǊƛǾƛƭŜƎŜΤ ǘƘƛǎ ŎƻŘŜ ŎŀǇǘǳǊŜŘ ōƻȅǎΩ Ƴŀƛƴƭȅ 
positive experiences of dance education in their dance schools 

 

ǐ ǊŜƎǳƭŀǘƛƻƴ ŀƴŘ όǊŜύǇǊƻŘǳŎǘƛƻƴΤ ǘƘƛǎ ŎŀǇǘǳǊŜŘ ōƻȅǎΩ ƻŦǘŜƴ ǇǊƻōƭŜƳŀǘƛŎ 
experiences of dance education in their secondary schools 

 
ǐ recuperating a masculine and/or heterosexual self; this captured the 

strategies boys deployed to counter the dominant discourses about 
dance and masculinity 

 

It was now evident how the themes fitted together, and for each theme I wrote a 

ŘŜǘŀƛƭŜŘ ŀƴŀƭȅǎƛǎΣ ǇŀȅƛƴƎ ǊŜƎŀǊŘ ƴƻǘ Ƨǳǎǘ ǘƻ ǘƘŜ ΨǎǘƻǊȅΩ ǘƘŀǘ ŜŀŎƘ ƻƴŜ ǘƻƭd but how  
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it ŦƛǘǘŜŘ ƛƴǘƻ ǘƘŜ ƻǾŜǊŀƭƭ ΨǎǘƻǊȅΩ ƻŦ Ƴȅ Řŀǘŀ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ǘƘŜ ǊŜǎŜŀǊŎƘ ǉǳŜǎǘƛƻƴǎΦ 

This necessitated considering the themes themselves and each theme in relation 

to the others. Themes one and two are analysed and discussed in Chapters Five 

and Six, while theme three is the subject of Chapter Seven. 

 
 
 

4.7.2 A rationale for thematic analysis 

 

After explicating the process of thematic analysis, it would be remiss not to also 

explain the rationale for it. In fact, my choice of analytical framework was relatively 

straightforward. Having initially considered both phenomenological and grounded 

theory approaches, I finally opted for thematic analysis since it seemed the clearest 

and most appropriate method άŦƻǊ ƛŘŜƴǘƛŦȅƛƴƎΣ ŀƴŀƭȅǎƛƴƎ ŀƴŘ ǊŜǇƻǊǘƛƴg patterns 

ǿƛǘƘƛƴ Řŀǘŀέ (Braun & Clarke, 2006, p.79). While interpretive phenomenology 

focuses on subjective human experience and is often organised thematically, it 

seemed to me most useful in the realms of humanist psychology, whereas my 

approach was more sociological in emphasis. 

 

 

/ƭŜŀǊƭȅΣ ǿƘŀǘ Ŏŀƴ ōŜ ǎŀƛŘ ŀōƻǳǘ ƻƴŜΩǎ ŘŀǘŀΣ ŀƴŘ Ƙƻǿ ƳŜŀƴƛƴƎǎ ŀǊŜ ǘƘŜƻǊƛǎŜŘΣ ŀǊŜ 

ƎǳƛŘŜŘ ōȅ ƻƴŜΩǎ ǊŜǎŜŀǊŎƘ ŜǇƛǎǘŜƳƻƭƻƎȅΣ ƛƴ Ƴȅ ŎŀǎŜ ŀ ǎƻŎƛŀƭ ŎƻƴǎǘǊǳŎǘƛƻƴƛǎǘ 

approach predicated on an understanding that experiences, meanings, events and 

so on are the effects of a range of socially (re)produced discourses in society. As 

such, άǘƘŜƳŀǘƛŎ ŀƴŀƭȅǎƛǎ ŎƻƴŘǳŎǘŜŘ ǿƛǘƘƛƴ ŀ ŎƻƴǎǘǊǳŎǘƛƻƴƛǎǘ ŦǊŀƳŜǿƻǊƪ Ŏŀƴƴƻǘ ŀƴŘ 

ŘƻŜǎ ƴƻǘ ǎŜŜƪ ǘƻ ŦƻŎǳǎ ƻƴ ƳƻǘƛǾŀǘƛƻƴ ƻǊ ƛƴŘƛǾƛŘǳŀƭ ǇǎȅŎƘƻƭƻƎƛŜǎέ (Braun & Clarke, 

2006, p.14), no matter how interesting they may seem. Instead, it proved  
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attractive and  appropriate since it sought άΧǘƻ ǘƘŜƻǊƛǎŜ ǘƘŜ ǎƻŎƛƻ-cultural contexts  

and structural ŎƻƴŘƛǘƛƻƴǎ ǘƘŀǘ ŜƴŀōƭŜ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭ ŀŎŎƻǳƴǘǎ ǘƘŀǘ ŀǊŜ ǇǊƻǾƛŘŜŘέ 

(ibid., p.14). 

 
 
 

Consequently, while interested in generating data from individual dancers, my focus 

was on capturing their collective narratives, and explaining how those shared 

experiences, expressed as themes, reflected the gendered discourses that surround 

males who dance. Similarly, my priority was not necessarily to build new theory (the 

rationale behind grounded theory), but more to explore if an existing contemporary 

ƎŜƴŘŜǊ ǘƘŜƻǊȅΣ ǘƘŀǘ ƻŦ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩ ό!ƴŘŜǊǎƻƴΣ нллфύΣ ƘŀŘ ǳǘƛƭƛǘȅ ƛƴ Ƴȅ 

research context. 

 

 

By contrast then, thematic analysis offered a pleasing breadth of scope; it was 

capable of building theoretical models, if necessary, and of finding solutions to real-

world problems. A flexible method, and one consonant with my ontological and 

epistemological paradigms, it involved searching across a data set to capture 

repeated, patterned responses of key words, phrases and ideas. This form of data-

driven, rich, inductive analysis enabled a process of coding free from the constraints 

of a pre-existing coding frame or the analytic (pre)conceptions of the researcher. As 

such, themes can exist at semantic level, capturing the explicit, surface meaning or 

at a latent, interpretative level which encompasses underlying ideas, assumptions, 

conceptualisations and ideologies (Boyatzis, 1998), consonant with my 

constructionist paradigm. 
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As noted previously, both types of themes were generated. Describing this process, I 

ǇǊŜŦŜǊ ǘƻ ǳǎŜ ǘƘŜ ǘŜǊƳ ΨƎŜƴŜǊŀǘŜŘΩ ǊŀǘƘŜǊ ǘƘŀƴ ǘƘŜ ǇƻǇǳƭŀǊƭȅ-ǳǎŜŘ ǾŜǊō ƻŦ ΨŜƳŜǊƎŜŘΩ 

ǎƛƴŎŜΣ ŀǎ ¢ŀȅƭƻǊ ŀƴŘ ¦ǎǎƘŜǊ όнллмύ ƴƻǘŜΣ ǘƘŜ ƴƻǘƛƻƴ ƻŦ ǘƘŜƳŜǎ ΨŜƳŜǊƎƛƴƎΩ ŦǊƻƳ Řŀǘŀ 

ƳƛƎƘǘ ƛƴŦŜǊ ǘƘŜ ǇǊƻŎŜǎǎ ƻŦ ŀƴŀƭȅǎƛǎ ǘƻ ōŜ ŀ ǇŀǎǎƛǾŜ ƻƴŜΣ ǎƻ ŘŜƴȅƛƴƎ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊΩǎ 

active, interpretive role in identifying themes, selecting those of interest and 

reporting them. Indeed, this was a further reason for choosing thematic analysis 

since, not only did it accord with my constructionist, interpretive paradigm, but it 

offered the possibility of creative engagement with the data. 

 
 

 

4.8 Validity 

 

Critical to any research endeavour is the overriding issue of quality, which 

traditionally means demonstrating validity and reliability in reaching conclusions. 

However, both are contested terms, which have άǇŀǊǘƛŎǳƭŀǊ ǇǊƻŎŜǎǎŜǎ ŀƴŘ 

ŎǊƛǘŜǊƛŀέ attached to them according to Bazeley, (2013, p.402). Both are critiqued 

briefly below, beginning with the problematic notion of reliability. 

 

 

I agree with Thomas who wrote: 

 

In interpretative research you are interpreting on the basis of you being you, 
interviewing someone else being ǘƘŜƳΦ ²Ƙƻ ȅƻǳ ŀǊŜ Χ ǿƛƭƭ ŀŦŦŜŎǘ ǘƘƛǎ 
interpretation and you would not expect someone else to emerge with the 
same interview transcripts as you. So, reliability is, in my opinion, irrelevant in 
interpretative research. (Thomas, 2009, p.106). 

 

Similarly, Mason cautions that, rather than fixating on any dubious claims to 

ǊŜƭƛŀōƛƭƛǘȅΣ ƻǳǊ ŀǘǘŜƴǘƛƻƴ ǎƘƻǳƭŘ ƛƴǎǘŜŀŘ ŦƻŎǳǎ ƻƴ ŜǎǘŀōƭƛǎƘƛƴƎ ǘƘŀǘΣ ά[d]ata 

generation and analysis have not only been appropriate to the research questions,  
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but also ǘƘƻǊƻǳƎƘΣ ŎŀǊŜŦǳƭΣ ƘƻƴŜǎǘ ŀƴŘ ŀŎŎǳǊŀǘŜέ (Mason, 2012, p.188) and so she 

endorses validity as άŀ ƳƻǊŜ ǎƻǇƘƛǎǘƛŎŀǘŜŘ ŀƴŘ ƳŜŀƴƛƴƎŦǳƭ ŎƻƴŎŜǇǘέ (ibid., p. 188). 

 
 
 

±ŀƭƛŘƛǘȅΣ ǘƘŜƴΣ Ŏŀƴ ōŜ ŘŜŦƛƴŜŘ ŀǎ άthe extent to which an account accurately 

represents the sociaƭ ǇƘŜƴƻƳŜƴŀ ǘƻ ǿƘƛŎƘ ƛǘ ǊŜŦŜǊǎέ (Hammersley, 1990, p. 

57). What is significant here is the notion of representation, the nature of 

which is dependent upon the ontological and the epistemological orientations 

of the researcher. As Mason reminds us, at its heart: 

 
Judgements of validity are, in effect, judgements about whether you are 
ΨƳŜŀǎǳǊƛƴƎΩΣ ƻǊ ŜȄǇƭŀƛƴƛƴƎΣ ǿƘŀǘ ȅƻǳ ŎƭŀƛƳ ǘƻ ōŜ ƳŜŀǎǳǊƛƴƎ ƻǊ ŜȄǇƭŀƛƴƛƴƎΦ 
They therefore concern your conceptual and ontological clarity, and the 
success with which you have translated these into a meaningful and 
ǊŜƭŜǾŀƴǘ ŜǇƛǎǘŜƳƻƭƻƎȅέΦ (Mason, 2012, p.188). 

 

Thus, as a reflexive researcher, I ask myself, ά!Ƴ L ŎƭŜŀǊ ŀōƻǳǘ ǿƘŀǘ L ŀƳ ŎƭŀƛƳƛƴƎ ǘƻ 

ƳŜŀǎǳǊŜΚέ and while it is impossible for research to be wholly valid, we should, 

nonetheless, explain how we believe our research design, data collection, analysis 

and interpretation to be valid ς a task I undertake below. Drawing on Gronlund 

(1981), I concur with Cohen, Manion & Morrison that validity άǎƘƻǳƭŘ ōŜ ŀ ƳŀǘǘŜǊ of 

degree rather tƘŀƴ ŀǎ ŀƴ ŀōǎƻƭǳǘŜ ǎǘŀǘŜέ (2011, p.179), but one we should seek to 

maximise, nonetheless. 

 

 

And so, to ensure my research had optimum validity, I applied relevant aspects of 

ǘƘŜ ΨvǳŀƭƛǘŀǘƛǾŜ [ŜƎƛǘƛƳŀǘƛƻƴ aƻŘŜƭΩΣ ŘŜǎŎǊƛōŜŘ ŀǎ άŀ ŎƻƳǇǊŜƘŜƴǎƛǾŜ ǘȅǇƻƭƻƎȅ ŀƴŘ 

ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ƳŜǘƘƻŘǎ ŦƻǊ ŀǎǎŜǎǎƛƴƎ ǘƘŜ ǘǊǳǘƘ ǾŀƭǳŜǎ ƻŦ ǉǳŀƭƛǘŀǘƛǾŜ ǊŜǎŜŀǊŎƘέ 

(Onwuegbuzie & Leech, 2006, p.239), to my research. Particular attention was 

paid to methods that would help me counter threats to the internal and external 
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validity at the three major stages of the research process - data generation, analysis 

and interpretation. Yet, working within an interpretivist paradigm, as I was, the 

ƴƻǘƛƻƴ ƻŦ ΨǘǊǳǘƘ ǾŀƭǳŜǎΩ ǿŀǎ ǇƻǘŜƴǘƛŀƭƭȅ ǇǊƻōƭŜƳŀǘƛŎΣ ƻǊ ǎƻ ƛǘ ǎŜŜƳŜŘ ǳƴǘƛƭ L ǊŜŀŘ 

MŀȄǿŜƭƭ ƻƴ ǘƘŜ ǳǎŜ ƻŦ ƭŜƎƛǘƛƳŀǘƛƻƴ ŦǊŀƳŜǿƻǊƪǎΣ ǎǳŎƘ ŀǎ ǘƘŜ ΨvǳŀƭƛǘŀǘƛǾŜ [ŜƎƛǘƛƳŀǘƛƻƴ 

aƻŘŜƭΩΣ ǿƘƛŎƘΥ 

 
Does not depend on the existence of some absolute truth or reality to 
which an account can be compared, but only on the fact that there exists 
ways of assessing accounts that do not depend entirely on features of the 
account itself, but in some way relate to those things that the account 
ŎƭŀƛƳǎ ǘƻ ōŜ ŀōƻǳǘέΦ (Maxwell, 1992, p.283). 

 

Applying the model was a useful exercise in reflexive thinking; indeed, this was 

an ongoing activity and discussion of it appears in this chapter only by way of 

convention. 

 

 

I began by reflecting on my άǇǊƻƭƻƴƎŜŘ ŜƴƎŀƎŜƳŜƴǘέ in the field (Onwuegbuzie & 

Leech, 2006, p.239) which comprised generating data over 18 months. This period, 

which included time for the piloting exercise, involved visits to ten dance schools for 

interviews and four visits to dance institutions and awarding organisations across 

the country ς sufficient, I thought, to άƻōǘŀƛƴ ŀƴ ŀŘŜǉǳŀǘŜ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǘƘŜ 

ΨǾƻƛŎŜΩ ǳƴŘŜǊ ǎǘǳŘȅά (ibid., p.239) or in my case, multiple voices. Although my 

detailed knowledge of the dance sector was helpful in understanding its culture and 

ethos, this was further developed during the prolonged period of data collection by, 

for example, building trust and rapport with the participants and maintaining 

contact with them so they could engage in member checking of the transcribed 

interviews (discussed later) which is άǘƘe most critical technique for establishing  
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ŎǊŜŘƛōƛƭƛǘȅέ according to Lincoln & Guba (1985, p.314).  My knowledge of the sector    

was undoubtedly helpful in understanding the key issues faced by it such as fair 

access and gender equity.  Furthermore, as far as commercially sensitive data was 

concerned (i.e. examination entry statistics), my knowledge of sector politics 

ensured I knew whom to approach for access to this. 

 

 

The volume of quantitative and qualitative data collected was potentially 

overwhelming and so necessitated careful, ongoing management.  For example, 

over the 5 years of the research, quantitative data such as GCSE, AS and A level 

examination entry statistics were updated annually, including a final update in 

August 2018 to cover the 2018/19 year.  Prolonged engagement in the field had also 

to be tempered with pragmatism so that, having established a notional, initial figure 

of 25 to 30 interviews with male dancers, I stopped after 26 having reached data 

saturation point. 

 

 

To further enhance the rigour of my research and to provide multi-sourced 

corroborating data, three types of triangulation were employed (Denzin, 1970). 

First, of data (interviews, statistics); second, of method (combining quantitative 

and qualitative approaches) and third, of theory, by using more than one 

theoretical approach, of inclusive masculinity (Anderson, 2009) and the related 

ŎƻƴŎŜǇǘǎ ƻŦ ΨƳŀǎŎǳƭƛƴŜ ǊŜŎǳǇŜǊŀǘƛƻƴΩ όIŀƴǎŜƴΣ мффсύ ŀƴŘ ΨƘŜǘŜǊƻǎŜȄǳŀƭ 

ǊŜŎǳǇŜǊŀǘƛƻƴΩ όaŎ/ƻǊƳŀŎƪΣ нлмнύΦ  I concluded that, overall, the data 

generation process was as robust as possible, with multiple data sources,  
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(a mixture of quantitative and qualitative), and a use of appropriate methods  

which, taken together, would overcome any weaknesses or intrinsic biases that 

might arise from single data or method studies. 

 
 
 

¢ƘǊƻǳƎƘƻǳǘ ǘƘŜ ǇǊƻŎŜǎǎΣ L ǿŀǎ ƪŜŜƴ ǘƻ ƭŜŀǾŜ ŀƴ ΨŀǳŘƛǘ ǘǊŀƛƭΩ ŀƴŘ ŦƻƭƭƻǿŜŘ ǘƘŜ ƻƭŘ 

ƳŀȄƛƳ ƻŦ άƪŜŜǇ ŜǾŜǊȅǘƘƛƴƎέΣ ŜƴǎǳǊƛƴƎ ƛǘ ǿŀǎ ŘŀǘŜŘ ŀƴŘ ŦƛƭŜŘ ŀŎŎƻǊŘƛƴƎƭȅΦ ! ǿƻǊƪƛƴƎ 

notebook/diary became my constant companion, a vital tool for scribbling thoughts 

and ideas, day and night. Viewed retrospectively, it was valuable in tracing lines of 

enquiry, for cross-checking and validation; it became known colloquially as my 

άǘƘƛƴƪƛƴƎ ōƻƻƪάΣ although, in fact, it was far more than that. Equally important, and 

mentioned previously, was the process of member checking/informant feedback 

(respondent validation), whereby participants were offered the opportunity to 

proof-read the interview transcripts to verify their accuracy. A majority did this and 

all confirmed the transcripts to be accurate. 

 

 

From the outset, it was imperative that data generation was of the highest quality 

ǇƻǎǎƛōƭŜ ŀƴŘ ǘƘƛǎ ƛƴǾƻƭǾŜŘΣ ŀƳƻƴƎ ƻǘƘŜǊ ǘƘƛƴƎǎΣ ΨǿŜƛƎƘƛƴƎ ǘƘŜ ŜǾƛŘŜƴŎŜΩ ǘƻ ƻōǘŀƛƴ 

the best quality data. So, for instance, the quantitative data from AQA and UKA 

Dance were generated from trusted sources and had been subject to institutional 

quality assurance checks prior to release. Overall then, I was satisfied that the data 

generated was fit for purpose and would enable robust and credible analysis. 

 

 

While it is important to acknowledge the restrictions of the research design, such as 

the reliance on a small, regional dataset of participants, this was somewhat  
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mitigated by recruiting contrasting participants (by age and dance genre). 

Moreover, weaknesses arising from a small-scale qualitative sample were offset 

(and triangulated) by using larger, quantitative datasets of dance examination 

statistics for contrast and comparison, so that cautious claims, such as analytic or 

theoretical generalisation, could be made. For instance, the qualitative data 

suggested that, in terms of normative masculinity, boys often started to learn to 

ŘŀƴŎŜ ǿƛǘƘ ΨǎŀŦŜΩ ŘŀƴŎŜ ƎŜƴǊŜǎ ǎǳŎƘ ŀǎ ǳǊōŀƴ ŘŀƴŎŜΣ ǿƛǘƘ ǎƻƳŜ ǇǊƻƎǊŜǎǎƛƴƎ 

ƛƴŎǊŜƳŜƴǘŀƭƭȅ ǘƻ ƻǘƘŜǊ ΨǳƴǎŀŦŜΩ ƎŜƴǊŜǎ ǎǳŎƘ ŀs ballet. This was supported by the 

quantitative data from UKA Dance which showed urban dance to be the most 

popular dance examination genre, with boys accounting for 17.9% of the total 

candidature; by contrast, only 2.2% of ballet and tap candidates were male. 

 

 

Notwithstanding the above, it is difficult to overestimate the importance of 

researcher reflexivity, especially so when working within an interpretive paradigm, 

since the research cannot be objective or value free, nor can it be free of the 

researcƘŜǊΩǎ ƛƴŦƭǳŜƴŎŜΦ ¢Ƙƛǎ ŘŜƳŀƴŘǎ Ŏƻƴǘƛƴǳƻǳǎ ǊŜŦƭŜŎǘƛƻƴ ƻƴ Ƙƻǿ ƻƴŜΩǎ ŀŎǘƛƻƴǎΣ 

values and perceptions impact upon the research setting (Gerrish & Lacey, 2006), 

and is required throughout the research process since it can affect both data 

generation and analysis. I found using my research notebook to be of tremendous 

help in acknowledging and externalising this. Moreover, something further was 

required - ŀ ŎŀƴŘƛŘ ŀŎƪƴƻǿƭŜŘƎŜƳŜƴǘ ƻŦ ƻƴŜΩǎ Ǉƻǎƛǘƛƻƴŀƭƛǘȅ ŦƻǊ ǘƘŜ ǊŜŀŘŜǊ ƛƴ ǘŜǊƳǎ 

of salient, intersectional elements such as social class, gender, sexuality etc. For 

example, as a former professional dancer and teacher, it was appropriate to disclose 

my prior dance experience to participants, believing that, in interpretivist research,  
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as knowledge is situated in relations between people, my situated, personal  

knowledge, (of having been a boy who danced), could perhaps be helpful in creating 

empathy with some of the research participants and might lead to a richer or fuller 

generation of data. Clearly, too, my gender identity as a male, and my 

heterosexuality, were also important in this study of masculinities, another 

recognition that qualitative research (and I would argue quantitative research too) 

Ŏŀƴƴƻǘ ōŜ ƴŜǳǘǊŀƭΦ Lƴ ǎƘƻǊǘΣ άresearchers are in the world and of tƘŜ ǿƻǊƭŘέ and 

must therefore take steps to άƘƻƭŘ ǘƘŜƳǎŜƭǾŜǎ ǳǇ ǘƻ ǘƘŜ ƭƛƎƘǘέ (Cohen, Manion & 

Morrison, 2011, p.225). 

 

 

Thus, the inherent, inevitable subjectivity of the interpretivist should be regarded 

not as limiting or unbalancing the research but as motivating and illuminating it. 

However, as aforementioned, this subjectivity cannot go unchecked; instead, it 

requires a high degree of reflexivity, alert to the possibility of confirmation bias. I 

was acutely aware of this phenomenon, fearful that my familiarity with the dance 

sector could lead me to pre-conceived conclusions, not necessarily supported by the 

evidence, and so I made every reasonable effort to develop and sustain a critical 

awareness, or as Thomas puts it, an άƛƴǎǘƛƴŎǘƛǾŜ ǳƴŎŜǊǘŀƛƴǘȅέ (Thomas, 2009, p.111). 

For example, I did this by looking for (and finding) limited but disconfirming data 

which suggested the localised presence of an inclusive culture of masculinity in the 

secondary schools of four participants. 

 

 

I was keen, like Anderson to άŜȄǇƭƛŎƛǘƭȅ ŜȄŀƳƛƴŜ Ƴȅ ǇŜǊǎƻƴŀƭΣ ŜƳƻǘƛƻƴŀƭ ŀƴŘ 

ǘƘŜƻǊŜǘƛŎŀƭ ƛƴŦƭǳŜƴŎŜǎ ǘƘŀǘ ŀǊŜ ƛƳǇƭƛŎŀǘŜŘ ƛƴ Ƴȅ ŀƴŀƭȅǎƛǎ ƻŦ ǘƘŜ Řŀǘŀέ (Anderson, 

Magrath & Bullingham, 2012, p.18). Sustained reflexivity, such as keeping my  
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positionality in mind, also helped me interrogate the data for alternative 

meanings and readings, moving beyond the most obvious or predictable 

interpretation. It also meant that the analysis of data was an iterative cycle, one 

strengthened by revisiting early analyses and asking oneself questions such as 

ά²Ƙŀǘ ƻǘƘŜǊ ŜȄǇƭŀƴŀǘƛƻƴǎ ŎƻǳƭŘ ōŜ ƻŦŦŜǊŜŘ ƘŜǊŜΚέ or άIƻǿ ƳƛƎƘǘ ŀƴƻǘƘŜǊ 

ǊŜǎŜŀǊŎƘŜǊ ǊŜƎŀǊŘ ǘƘƛǎ ŘŀǘŀΚέ 

 

 

The results of my data analysis were therefore compared with other research 

findings, such as that of Owen (2014) and Risner et al., (2004), who found that, like 

me, it was not dance itself that most boys feared but the questioning of their 

precarious social and sexual status, mainly by their peers. Similarly, a review of 

Scandinavian literature had revealed that constructing the young male dancer as an 

athlete was common and longstanding. This άŘƛǎŎǳǊǎƛǾŜ ǊƘŜǘƻǊƛŎέ ǿŀǎ ŀƭǎƻ άa 

discourse of normalcyέ ǎƛƴŎŜ ƛǘ ŜƳǇƘŀǎƛǎŜŘ άǘƘŜ ǇƘȅǎƛŎŀƭ ŎƻƴŘƛǘƛƻƴ ƻŦ ƳŀƭŜ ŘŀƴŎŜǊǎέ 

according to Finnish research (Lehikoinen, 2006, p.97). This was also evident in my 

fƛƴŘƛƴƎǎ ǿƘƛŎƘ L ŎƻƴŎŜǇǘǳŀƭƛǎŜŘ ŀǎ ǎǘǊŀǘŜƎƛŜǎ ŦƻǊ ΨƳŀǎŎǳƭƛƴŜΩ ŀƴŘκƻǊ ΨƘŜǘŜǊƻǎŜȄǳŀƭ 

ǊŜŎǳǇŜǊŀǘƛƻƴΩΦ 

 

 

My personal history, outlined in Chapter 1, led me to believe in a causal link between 

male dancers and their experiences of bullying, marginalisation and stigmatisation, 

but, fearing bias, it was necessary to interrogate this robustly. To seek other 

plausible, rival explanations, I asked the male dancers about the experiences of any 

non-dancing male siblings and friends who attended the same secondary school, 

with the same question also asked of parents. Responses suggested that a clear                                                      
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 causal relationship did exist between male dancers and bullying at school, although 

as reported in subsequent chapters, this varied according to a range of factors such 

as the vigilance of the school in identifying and dealing with bullying. 

 
 
 

Like most qualitative research, this study has involved a small dataset, but to what 

extent could it be said to have άŜȄǘŜǊƴŀƭ ǾŀƭƛŘƛǘȅέ (Denzin, 1970), whereby one could 

generalise these findings to other contexts? This is more a question of the validity of 

the data analysis than of method itself, although the latter is of course important. In 

subsequent chapters, I make cautious claims, believing the research findings likely to 

ƘŀǾŜ ǊŜǎƻƴŀƴŎŜ ŜƭǎŜǿƘŜǊŜΣ ōȅ ǇǊƻǾƛŘƛƴƎ ΨǘƘƛŎƪ ŘŜǎŎǊƛǇǘƛƻƴΩ ŀƴŘ ǊƛŎƘ ŘŀǘŀΣ ōƻǘƘ 

quantitative and qualitative, to substantiate them. But, to reiterate Thomas, these 

claims are made in a context of άƛƴǎǘƛƴŎǘƛǾŜ ǳƴŎŜǊǘŀƛƴǘȅέ (Thomas, 2009, p.111), 

commensurate not only with my ontological and epistemological positions, but a 

realisation that the specificity of the research precludes generalisability. 

 

 

Working in a supportive, collegiate department offered plenty of opportunities to 

share my work with other doctoral students who acted as critical friends. Lincoln 

and Guba describe the role of the peer de-briefer as άǘƘŜ ŘŜǾƛƭΩǎ ŀŘǾƻŎŀǘŜέ (1985, p. 

 

308) who poses searching questions about all aspects of the research. This external 

evaluation of my research was invaluable since it offered fresh, critical yet 

empathetic eyes on the nascent work. For instance, the thesis has been 

strengthened by the input of a doctoral colleague who volunteered to review the 
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coding of some of my early interviews and suggested additional useful ways to move 

from descriptive to analytic coding.  I have also been fortunate to attend and 

present my work at several conferences, both in the UK and overseas (e.g. Dance 

Studies Association Conference, Malta 2018, and the National Dance Education 

hǊƎŀƴƛǎŀǘƛƻƴ {ǇŜŎƛŀƭ ¢ƻǇƛŎ /ƻƴŦŜǊŜƴŎŜ ƻƴ ΨaŜƴ ƛƴ 5ŀƴŎŜ ΨΣ ¦{!Σ нлмтύΦ 9ȄǇƭŀƛƴƛƴƎ 

and answering questions on my research from eminent scholars in the field has been 

of immense help in challenging and clarifying my thinking, strengthening it in the 

process. 

 
 
 

4.9 Summary 
 

This chapter has explicated my methodological approach, and its ontological and 

epistemological underpinnings, to explore the experiences of young males who 

dance, focussing on both ethical considerations and the steps taken to produce 

rigorous, valid findings which are presented across the next three chapters. While 

Chapters Six and Seven focus on, respectively, the consequences of being a male 

dancer, and how boys contest the dominant discourses about dance and 

ƳŀǎŎǳƭƛƴƛǘȅΣ /ƘŀǇǘŜǊ CƛǾŜΣ ƻǾŜǊƭŜŀŦΣ ōŜƎƛƴǎ ōȅ ŜȄǇƭƻǊƛƴƎ ōƻȅǎΩ ƻŦǘŜƴ ŎƻƴǘǊŀǎǘƛƴƎ 

experiences of dance in their dance schools and their secondary schools. 
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Chapter 5 άLǘ ǿŀǎƴΩǘ ǇǊƻǇŜǊ ŘŀƴŎŜ ώŀǘ school]. I had to go to the Willow 
5ŀƴŎŜ {ŎƘƻƻƭ ŦƻǊ ǘƘŀǘέΥ ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴ ƛƴ their 
secondary schools and dance schools. 

 
 
 

5. 1 Introduction 

 

5ǊŀǿƛƴƎ ƻƴ Ƴȅ ŀƴŀƭȅǎƛǎ ƻŦ ƛƴǘŜǊǾƛŜǿ ŘŀǘŀΣ ǘƘƛǎ ŎƘŀǇǘŜǊ ŦƻŎǳǎŜǎ ƻƴ ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ 

of being taught dance in their secondary schools and dance schools, beginning with 

the latter. Participants reported largely positive and enjoyable experiences in their 

dance schools which were mainly free of the gender-based regulatory pressures 

found in their secondary schools. However, some boys were critical of aspects of 

dance pedagogy, where teachers delivered choreography which boys coded as 

ΨŦŜƳƛƴƛƴŜΩ ŀƴŘ ƛƴŀǇǇǊƻǇǊƛŀǘŜ ŦƻǊ ǘƘŜƳ ǘƻ ŜƳōƻŘȅΦ !ŎǳǘŜƭȅ ŀǿŀǊŜ ƻŦ ǘƘŜƛǊ ƳƛƴƻǊƛǘȅ 

status, some boys were also uncomfortable with the privileges that often 

accompanied it, such as being offered solo performances in dance shows. 

 

 

By contrast, I found that the gender regulatory regime of secondary schools, and in 

ǇŀǊǘƛŎǳƭŀǊΣ ŀ ŦŜŀǊ ƻŦ ǘƘŜ ΨŦŜƳƛƴƛƴŜΩΣ ǿŀǎ ŀ ōŀǊǊƛŜǊ ǘƻ ōƻȅǎΩ Ŝnjoyable and 

wholehearted participation in their dance education, and most of the chapter will be 

devoted to exploring this. In addition, the philosophy of dance in education which 

ǇǊƛǾƛƭŜƎŜǎ ΨǇǊƻŎŜǎǎ ƻǾŜǊ ǇǊƻŘǳŎǘΩ ƛǎ ǇǊƻōƭŜƳŀǘƛǎŜŘ ŦƻǊ ŦŀƛƭƛƴƎ ǘƻ ŜƴƎŀƎŜ ōƻys (and 

ǇǊƻōŀōƭȅ ƎƛǊƭǎ ǘƻƻύ ƛƴ ŘŀƴŎŜΣ ŀǎ ŀǊŜ ǎŎƘƻƻƭǎΩ ŀǘǘŜƳǇǘǎ ǘƻ ŀǇǇŜŀƭ ǘƻ ǘƘŜ 

heteronormative in some of their schemes of work. 

 

 

.ƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ŘŀƴŎŜ ƛƴ ǘƘŜƛǊ ǎŜŎƻƴŘŀǊȅ ǎŎƘƻƻƭǎ ǇǊƻǾƛŘŜ ŦǳǊǘƘŜǊ ŜǾƛŘŜƴŎŜ ƻŦ 

dance as a gendered subject, and one in conflict with an overtly masculinised P.E. 
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curriculum with its emphasis on team sports such as football and rugby. Findings 

 

suggest that many male teachers are uncomfortable teaching dance, eschewing it 

 

wherever possible or reconceptualising it as a mode of fitness by terming it 
 
άŀŜǊƻōƛŎǎέ ƻǊ άƎȅƳƴŀǎǘƛŎǎέ ς ŀ ŦƻǊƳ ƻŦ ΨƳŀǎŎǳƭƛƴŜ ǊŜŎǳǇŜǊŀǘƛƻƴΩ όIŀƴǎŜƴΣ мффсύ 
 
and/or ΨƘŜǘŜǊƻǎŜȄǳŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴΩ όaŎ/ƻǊƳŀŎƪΣ нлмнύΦ L ŀƭǎƻ ŦƻǳƴŘ ǘƘŀǘ ōƻȅǎ  
 
studying dance at GCSE level were not always given adequate guidance and  
 
support in school, and were instead reliant on their dance schoolteachers to assist 
 
 with choreographing dance for coursework purposes. While most secondary school 
 
 staff ǿŜǊŜ ǎǳǇǇƻǊǘƛǾŜ ƻŦ ōƻȅǎΩ ŘŀƴŎƛƴƎΣ ŀ ǎƳŀƭƭ ƳƛƴƻǊƛǘȅ ƻŦ ƳŀƭŜ tΦ9Φ ǘŜŀŎƘŜǊǎ ǿŜǊŜ  
 
overtly hostile to it, revealing troubling homophobic traits. 

 
 
 

 

More broadly though, I found that dance continues to sit at the margins of the 

school curriculum, and I illustrate this by analysing examination entry data for GCSE, 

AS and Advanced Level Dance, obtained from the Assessment and Qualifications 

Alliance (AQA). As the only awarding organisation to offer the subject, the AQA data 

(see Appendix Five) shows sharply declining rates of entry - an intended 

ŎƻƴǎŜǉǳŜƴŎŜΣ L ŎƻƴǘŜƴŘΣ ƻŦ ǘƘŜ ƎƻǾŜǊƴƳŜƴǘΩǎ ƴŜƻƭƛōŜǊŀƭ ŀƎŜƴŘŀ ƛƴ ŜŘǳŎŀǘƛƻƴΦ hǾŜǊ 

the decade 2008-2018, GCSE dance entries from males fell by 36.8%, and by 33.0% 

for Advanced Level, while overall entries fared even worse, falling by 51.1% for 

GCSE dance and 39.9% for Advanced Level. In stark terms, 642 males took GCSE 

dance in 2018 compared with 8082 females, while only 83 males opted for it at A 

level, alongsiŘŜ мноо ŦŜƳŀƭŜǎΦ aƻǊŜƻǾŜǊΣ ǘƘŜ ƎǊƻǿƛƴƎ ǘǊŜƴŘ ǘƻǿŀǊŘǎ ΨŀŎŀŘŜƳȅΩ 

schools (publicly funded independent schools), which are not obliged to follow 
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the national curriculum could further erode the presence of dance in the 

curriculum. 

 
 
 

Thus, in an age of austerity and curtailed dance provision in schools, I analyse and 

ŘƛǎŎǳǎǎ ōƻȅǎΩ ǾƛŜǿǎ ƻƴ ǘƘŜ ƻŎŎŀǎƛƻƴŀƭ ŘŀƴŎŜ ŜƴǊƛŎƘƳŜƴǘ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦŦŜǊŜŘ ƛƴ ǘƘŜƛǊ 

schools, such as workshops from visiting dance companies. In so doing, I offer a 

critique of the (deficit) discourse surrounding the value of male role-models in 

ŘŀƴŎŜΣ ǳǎƛƴƎ ŀ ǊŜŎŜƴǘ ƛƴƛǘƛŀǘƛǾŜΣ ΨProject BΩ ŦǊƻƳ ǘƘŜ wƻȅŀƭ !ŎŀŘŜƳȅ ƻŦ 5ŀƴŎŜΣ ŀǎ ŀƴ 

example. The chapter concludes with a vignette from a teacher whose attempt to 

free her pupils from the ΨΩƎŜƴŘŜǊ ǎǘǊŀƛǘƧŀŎƪŜǘΩΩ (Pollack, 1998), met with resistance 

from a parent, a reminder of the pervasive power of gender normativity. 

 

 

Perhaps nowhere is the salience of this gender normativity and regulation better 

illustrated than by examining dance examination entry statistics from the private 

sector. As Appendix 4 reveals, data from UKA Dance indicates significant differences 

in examination entry patterns when stratified by dance genre and gender. For 

instance, in 2017/18 male candidates accounted for only 2.2% of the examination 

entries for ballet, 2.2% also for tap, 2.8% for jazz dance but rising to 14.8% for 

ballroom and 17.9% for urban dance. The data shows that in 2017/18 only 55 male 

dancers entered for ballet examinations compared with 2547 females.  Although an 

incomplete picture, since it pertains to data from only one awarding organisation, it 

is nonetheless in line with statistics from the Royal Academy of Dance (RAD), the 

largest and most illustrious dance awarding body, which indicates that, worldwide, 

fewer than 2% of ballet examination candidates are male,  
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(Source: ǊƻȅŀƭŀŎŀŘŜƳȅƻŦŘŀƴŎŜΦƻǊƎύΦ ¢ƘŜǎŜ Řŀǘŀ ƛƴŘƛŎŀǘŜ ōƻȅǎΩ ŎƭŜŀǊ ǇǊŜŦŜǊŜƴŎŜ ŦƻǊ 

gender normative styles such as urban dance over more gender transgressive 

genres like ballet. As such, it suggests the continued presence of the dominant 

discourses pertaining to dance and masculinity, the salience of άȅƻǳǘƘ ǘŀǎǘŜ 

ŎǳƭǘǳǊŜǎέ (Cann, 2013, p.54 ) and ŀ ǇǊƻōƭŜƳŀǘƛǎŀǘƛƻƴ ƻŦ La¢Ωǎ ŎƭŀƛƳ ǘƘŀǘ ōƻȅǎ Ŏŀƴ 

ƴƻǿ ŜƴƎŀƎŜ ƛƴ ǘŜǊǊŀƛƴ ŀƴŘ ŀŎǘƛǾƛǘƛŜǎ ƘŜǊŜǘƻŦƻǊŜ ŎƻŘŜŘ ŀǎ ΨŦŜƳƛƴƛƴŜΩΣ ǿƛǘƘƻǳǘ ŦŜŀǊ ƻǊ 

stigma. 

 
 
 

рΦн .ƻȅǎΩ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴ ƛƴ ǘƘŜƛǊ ŘŀƴŎŜ ǎŎƘƻƻƭǎΥ ǇŜŘŀƎƻƎȅΣ ǇŜǊŦƻǊƳŀƴŎŜ ŀƴŘ 
privilege 

 

While some boys were apprehensive about joining the feminised community of a 

 

dance school with few or no other males attending, fears about repercussions within 

 

it, such as ridicule, were soon dissipated, as Callum explained: 

 

I knew most of the people going there would be gƛǊƭǎΧǘƘŀǘ ŘƛŘƴΩǘ ōƻǘƘŜǊ ƳŜΣ L 
ŜȄǇŜŎǘŜŘ ƛǘΣ ōǳǘ L ǿƻƴŘŜǊŜŘ Ƙƻǿ ǘƘŜȅΩŘ ǘǊŜŀǘ ƳŜΦ ²ƻǳƭŘ ǘƘŜȅ ƭŀǳƎƘ ŀǘ ƳŜ ŀƴŘ 
ǘŀƭƪ ōŜƘƛƴŘ Ƴȅ ōŀŎƪΚ .ǳǘ ǘƘŜȅ ŘƛŘƴΩǘ Χ ǘƘŜȅ ǿŜǊŜ ǊŜŀƭƭȅ ƪƛƴŘ ǘƻ ƳŜΣ ŀƴŘ L 
made friends with some of them 

 

Participants reported that teachers, pupils and parents were welcoming and 

 

supportive of male dancers and no incidents of bullying or marginalising behaviours 

 

were reported. More practically though, some boys lamented the lack of changing 

 

facilities for them but άƛǘΩǎ ǘƻ ōŜ ŜȄǇŜŎǘŜŘ L ǎǳǇǇƻǎŜΣ ǎƛƴŎŜ ǘƘŜǊŜ ŀǊŜ ǎƻ ŦŜǿ ƻŦ ǳǎέ 

 

according to Alec (13). Similarly, only half of the schools had separate male toilet 

 

facilities and some boys reported feeling άŀǿƪǿŀǊŘέ (Jacob, 11) using unisex toilets, 

 

but had little alternative. More significantly though, two issues proved problematic 

 

for some boys - pedagogy and privilege - and these are discussed below. 
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5.2.1 Dance curriculum and pedagogy 

 

Teaching styles were found to be mainly instructional, often based oƴ ŀ ΨŎƻƳƳŀƴŘ 

ŀƴŘ ŎƻƴǘǊƻƭΩ ƳƻŘŜƭ ǿƘŜǊŜ ŘŀƴŎŜ ǎǘŜǇǎ ǿŜǊŜ ŘŜƳƻƴǎǘǊŀǘŜŘ ŀƴŘ ŜȄǇƭŀƛƴŜŘΣ ƻŦǘŜƴ ƛƴ 

musically phrased movement sequences. In some genres of dance, such as ballet, 

tap and ballroom, technical execution of the dance was privileged above all else, 

manifested in excessive repetition, justified by teachers as a άǇǊŀŎǘƛŎŜ ƳŀƪŜǎ 

ǇŜǊŦŜŎǘέ model according to Nathan (14). While such rote learning could be off-

putting to some learners, irrespective of gender, boys understood that self-

improvement came from regǳƭŀǊ ǇǊŀŎǘƛŎŜΥ άMy teacher talks about muscle memory 

ŀƴŘ млΣллл ƘƻǳǊǎ ŀƴŘ ŀƭƭ ǘƘŀǘέΣ explained Nathan (14)Σ άǎƻ L ǳƴŘŜǊǎǘŀƴŘ ǿƘȅ LΩǾŜ Ǝƻǘ 

ǘƻ ǇǊŀŎǘƛǎŜΣ ŜǾŜƴ ǘƘƻǳƎƘ ƛǘ ƎŜǘǎ ŀ ōƛǘ ōƻǊƛƴƎΦ .ǳǘ L Řƻ Ƴƻǎǘ ƻŦ Ƴȅ ǇǊŀŎǘƛŎŜ ŀǘ ƘƻƳŜέΦ 

While such regimentation is reminiscent of the docility produced by military 

training, as I explicate below, some boys invoked their agency to contest aspects of 

it. 

 
 
 

Owing to the relative scarcity of male pupils in dance training, it is little wonder that 

many dance teachers have limited, if any, experience in teaching males and so 

might be insufficiently sensitised to their concerns. For instance, George (13) 

recalled Ƙƛǎ ǘŜŀŎƘŜǊΩǎ ƛƴǎǘǊǳŎǘƛƻƴΣ άwƛƎƘǘ ƎƛǊƭǎΣ ǘƻ ǘƘŜ ōŀǊǊŜ ΧŀƴŘ ȅƻǳ ǘƻƻΣ DŜƻǊƎŜέ. A 

further example concerns a minority of (mostly older) boys who contested their 

ΨŘƻŎƛƭŜ ōƻŘƛŜǎΩ ŀŦǘŜǊ ŦŜŜƭƛƴƎ ǳƴŎƻƳŦƻǊǘŀōƭŜ ŀǘ ǎƻƳŜ ƻŦ ǘƘŜ ŎƘƻǊŜƻƎǊŀǇƘȅ ǘƘŜȅ ǿŜǊŜ 

taught, whereby specific arm, leg or body movements were coded by them in 

essentialist termǎ ŀǎ ΨŦŜƳƛƴƛƴŜΩΦ hƴŜ ǎǳŎƘΣ aŀǊŎǳǎ όмсύ ǊŜƳƻƴǎǘǊŀǘŜŘ ǿƛǘƘ Ƙƛǎ ŘŀƴŎŜ 

teachers since, άώǘϐƘŜȅ ŜȄǇŜŎǘŜŘ ƳŜ ǘƻ Řƻ ǘƘŜ ǎŀƳŜ ƳƻǾŜǎ ŀǎ ǘƘŜ ǊŜǎǘ ƻŦ ǘƘŜ Ŏƭŀǎǎέ.  
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In response, while teachers could have employed more gender flexible pedagogies 

(Warin, 2017) by creating a range of alternative movements, my findings suggest 

that they were more likely to differentiate their choreography to make it more 

ΨƳŀǎŎǳƭƛƴŜΩΣ ǘƘŜǊŜōȅ ǊŜǇǊƻŘǳŎƛƴƎ ƎŜƴŘŜǊ ŜǎǎŜƴǘƛŀƭƛǎƳΦ DŜƻǊƎŜ ƻŦŦŜǊŜŘ ŀƴ ŜȄŀƳǇƭŜ 

of this: 

 

In tap, ǘƘŜȅ ώŦŜƳŀƭŜ ŘŀƴŎŜǊǎϐ ƪƛƴŘ ƻŦΧ ƭƛƪŜΧ ǎƘƻǿ ǘƘŜƳǎŜƭǾŜǎ ƻŦŦΣ ŀƴŘ ǿƘŜƴ 
ǘƘŜ ǘŜŀŎƘŜǊǎ ŎƘƻǊŜƻƎǊŀǇƘ ŀ ŘŀƴŎŜΣ ǘƘŜȅ ƳŀƪŜ ǎǳǊŜ ǘƘŀǘ LΩƳ ƴƻǘ ƛƴ ǿƛǘƘ ǘƘŜ 
ƎƛǊƭǎ ŀƴŘ ŘƻƛƴƎ ǘƘŜ ǿǊƛǎǘ ŦƭƛŎƪǎΣ ŀƴŘ ǘƘŜȅΩƭƭ ƳŀƪŜ ǎǳǊŜ ƛǘΩǎ ƪƛƴŘŀ ǎǘǊƻƴƎΣ ƛŦ ȅƻǳ 
ƪƴƻǿ ǿƘŀǘ L ƳŜŀƴΧ 

 
 
 

 

I also fouƴŘ ǘƘŀǘ ǎƻƳŜ ǘŜŀŎƘŜǊǎ ǿƻǳƭŘ ǇŜǊƳƛǘ ōƻȅǎ ǘƻ ΨƳŀǎŎǳƭƛƴƛǎŜΩ ǘƘŜ 

choreography themselves, thereby facilitating a form of masculine and/or 

ƘŜǘŜǊƻǎŜȄǳŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴ ōȅΣ ŦƻǊ ŜȄŀƳǇƭŜΣ ŎǊŜŀǘƛƴƎ ŀ ǎǳǇǇƻǎŜŘƭȅ ΨǎǘǊƻƴƎŜǊΩ ŀǊƳ 

line, or by substituting a lateral hip action with a pelvic thrust. Drawing on the 

ǘƘŜƻǊƛǎŀǘƛƻƴǎ ƻŦ ΨƳŀǎŎǳƭƛƴŜ ǊŜŎǳǇŜǊŀǘƛƻƴΩ όIŀƴǎŜƴΣ мффсύ ŀƴŘ ΨƘŜǘŜǊƻǎŜȄǳŀƭ 

ǊŜŎǳǇŜǊŀǘƛƻƴΩ όaŎ/ƻǊƳŀŎƪΣ нлмнύΣ ǘƘƛǎ Ǉƻƛƴǘ ƛǎ ŘŜǾŜƭƻǇŜŘ ƛƴ /ƘŀǇǘŜǊ {ŜǾŜƴ ǿƘŜǊŜ 

I explicate my findings on how young male dancers contest the discourses about 

dance and masculinity by recourse to a range of six recuperative strategies. 

 

 

Only in ballet, with its separate syllabus for boys, is some of the dance content 

 

differentiated by gender, but it is nonetheless shackled by the constraints of gender 

 

normativity. For instance, several boys spoke of enjoying performing the RAD ballet 

 

ǎȅƭƭŀōǳǎ ǿƘƛŎƘ ǊŜǉǳƛǊŜǎ ƎƛǊƭǎ ǘƻ ŜȄŜŎǳǘŜ ΨǇƻƛƴǘŜΩ ǿƻǊƪ όǿƛǘƘ ƛǘǎ Ǌƻƻǘǎ ƛƴ ǘƘŜ wƻƳŀƴǘƛŎ 

 

era, reflecting an ethereal and idealised femininity), while they undertook extra 

 

ΨŀƭƭŜƎǊƻΩ ŜȄŜǊŎƛǎŜǎ ƻŦ ōǊƛƎƘǘΣ Ŧŀǎǘ ƻǊ ōǊƛǎƪ ǎǘŜǇǎΣ ƻŦǘŜƴ ŎƻƳǇǊƛǎƛƴƎ ƧǳƳǇǎ ŘŜǎƛƎƴŜŘ ǘƻ 
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ǇǊƻƳƻǘŜ ǘƘŜƛǊ ǎǘǊŜƴƎǘƘ ŀƴŘ ǾƛǊǘǳƻǎƛǘȅΦ .ƻȅǎ ŀƭǎƻ ǎǇƻƪŜ ƻŦ ŜƴƧƻȅƛƴƎ ǘƘŜƛǊ ΨƳŀƭŜ ƻƴƭȅΩ 

dance variations. As Nathan (14) explained, άōƻȅǎ ƘŀǾŜ ŘƛŦŦŜǊŜƴǘ ŘŀƴŎŜǎ ǘƘŀƴ ƎƛǊƭǎΣ 

ŀƴŘ L ƭƛƪŜ ǘƘŀǘΦ L ǿƻǳƭŘƴΩǘ ǿŀƴǘ ǘƻ Řƻ ǿƘŀǘ ǘƘŜȅ ŘƻΦ ¢ƘŜƛǊǎ ƛǎ ƎƻƻŘ ōǳǘ ƻǳǊǎ ƛǎ ōŜǘǘŜǊ 

ΨŎƻǎ ƛǘΩǎ ƳƻǊŜ ŦƻǊ ǳǎ ΧǿƛǘƘ ƭŜŀǇǎ ŀƴŘ ƻǘƘŜǊ ǘƻǳƎƘ ǎǘǳŦŦΦέ Despite these differences, I 

found that all of the boys studying ballet were taught in mixed classes, but these 

were sometimes supplemented by occasional or regular one-to-one tuition in order 

ǘƻ ŎƻǾŜǊ ǘƘŜ ΨƳŀƭŜ ƻƴƭȅΩ ǿƻǊƪΦ ¢ŜŀŎƘŜǊǎ ǊŜǇƻǊǘŜŘ ǘƘŀǘ ƛǘ ǿŀǎ ƻƴƭȅ ŎƻƳƳŜǊŎƛŀƭƭȅ 

ǾƛŀōƭŜ ǘƻ ƻŦŦŜǊ ΨōƻȅǎΩ ƻƴƭȅΩ ŎƭŀǎǎŜǎ ƛƴ ǘƘŜ ƳƻǊŜ ǇƻǇǳƭar (and overtly 

heteronormative) urban dance genres such as hip-hop or street. However, a handful 

of boys who attended these classes spoke of the gender boundary maintenance 

work they undertook by άŘƻƛƴƎ ǘƘŜ ǎŀƳŜ ǊƻǳǘƛƴŜǎ ŀǎ ǘƘŜ ƎƛǊƭǎΣ ōǳǘ ƳŀƪƛƴƎ ǘƘŜƳ 

strongerέΣ ŀŎŎƻǊŘƛƴƎ ǘƻ aŀǊŎ όмпύΣ ǊŜŦƭŜŎǘƛƴƎ ŀƴ ŜǎǎŜƴǘƛŀƭƛǎǘ ǾƛŜǿ ŎƻƳƳƻƴƭȅ ǎƘŀǊŜŘ 

by many of his peers, including Nathan, above. 

 
 
 

Other boys also spoke unwittingly of the heteronormativity in the teaching and 

learning of certain dance genres such as ballet and ballroom, where in mixed-sex 

ǇŀƛǊŜŘ ǿƻǊƪ ǘƘŜȅ ǿŜǊŜ ǊŜǉǳƛǊŜŘ ǘƻ ΨƭŜŀŘΩ ǘƘŜƛǊ ŦŜƳŀƭŜ ǇŀǊǘƴŜǊΦ ¢ǊŀŘƛǘƛƻƴŀƭ 

approaches to teaching dance frequently demand female passivity (Stinson, 2005; 

Risner, 2009), when girls are expected to yield to their male ǇŀǊǘƴŜǊǎΩ ŘƻƳƛƴŀƴŎŜ ŀǎ 

they are led, lifted and supported. Males are expected to control their partners, 

thereby reproducing a heterosexual narrative which once again reflects a societal 

attitude predicated on a binary construction of gender. In such instances, where 

ŘŀƴŎŜ ƎŜƴŘŜǊ ǊƻƭŜǎ ŀǊŜ ǎǘǊƛŎǘƭȅ ŘŜŦƛƴŜŘΣ ŘŀƴŎŜǊǎ ŀǊŜ ƭƛǘŜǊŀƭƭȅ ΨǇŜǊŦƻǊƳƛƴƎΩ gender 

ό.ǳǘƭŜǊΣ мффлΣ мфффύΦ ²ƛǘƘ ǘƘƛǎ ƛƴ ƳƛƴŘ ŀƴŘ ŘǊŀǿƛƴƎ ƻƴ ²ŀǊƛƴΩǎ ŎƻƴŎŜǇǘƛƻƴ ƻŦ 
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ΨƎŜƴŘŜǊ ŦƭŜȄƛōƭŜ ǇŜŘŀƎƻƎȅΩ όнлмтύΣ ŀ recommendation to de-gender problematic 

aspects of dance teaching and performance is outlined in the concluding 

chapter. 

 

 

Clearly then, the dance school is a place where masculinities and femininities are 

(re)produced in several ways - through student/teacher interaction, choreography, 

pedagogical practices or through a combination of these factors. My analysis 

suggests that developing a dance pedagogy without potentially reinforcing 

dominant social or cultural norms of masculinity and femininity is still a challenge for 

some private-sector dance educators. However, elsewhere in the dance world, some 

attempts to subvert these gender norms have been made by employing role 

reversal, re-gendering or the re-imagining of dance performances - Matthew 

.ƻǳǊƴŜΩǎ ŀƭƭ-male Ψ{ǿŀƴ [ŀƪŜΩ being an obvious example. Regrettably, such 

innovations have been largely ignored by the private dance sector whose syllabi 

(such as the RAD ballet syllabus discussed earlier), remains largely untouched by 

societal advances in gender diversity and fluidity. 

 
 

However, despite this conservatism in the sector, some boys were able to exercise 

agency and creativity in their dance schools. In a minority of dance genres, such as 

contemporary and urban, a few participants spoke of enjoying the autonomy of 

being creative in their classes by choreographing their own dances, either singly or 

with others, and while some boys did not benefit from this learner-centred 

approach, the ones who did valued it highly. For example, Allan (17) commented: 

 
I really enjoy creating dances for myself and also for pairs and group work. I 
use some of it for competitions too. I like the freedom to put the moves 
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together, sometimes with help from my teacher, but mostly on my own. 
LΩŘ ƭƛƪŜ ǘƻ Řƻ more of it. 

 
 
 

 

.ƻȅǎ ǿƘƻ ŜƛǘƘŜǊ ŀƳŜƴŘŜŘ ŎƘƻǊŜƻƎǊŀǇƘȅ ǘƻ ΨƳŀǎŎǳƭƛƴƛǎŜΩ ƛǘ ŀƴŘ ƳŀƪŜ ƛǘ άƪƛƴŘŀ 

ǎǘǊƻƴƎέ (George, 13) or who were given opportunities to create their own 

movements were, like Alan (above), enthused and motivated by it. However, for 

most boys, teacher direction lay at the heart of their dance education. Without 

ŜȄŎŜǇǘƛƻƴΣ ŀƴŘ ŘŜǎǇƛǘŜ ǘƘŜ ŀŦƻǊŜƳŜƴǘƛƻƴŜŘ ŎƻƴŎŜǊƴǎ ŀōƻǳǘ ΨŦŜƳƛƴƛƴŜΩ 

choreography, boys spoke warmly of their dance teachers, holding them in high 

esteem for their expertise and support. As Neil (11) explained, άǘƘŜȅ ǘǊŜŀǘ ƳŜ ǘƘŜ 

ǎŀƳŜ ŀǎ ŜǾŜǊȅƻƴŜ ŜƭǎŜέ which suggests that teachers were sometimes equitable 

though, as outlined above, not necessarily gender-sensitive or flexible in their 

pedagogy. 

 

 

Of the ten dance schools featured in this research, only one employed a male 

teacher but he did not teach any of the research participants. Overall, I found no 

appetite among boys for more male teachers, since they recognised that all teachers 

could be role models and someone they could άƭƻƻƪ ǳǇ ǘƻϦΣ according to Lucas (15). 

Vescio et. al., (2003) defined a role model as someone who is exemplary and worthy 

of imitation, while Carrington and Skelton (2003) argued that a role model is often 

equated with achievement or conflated with being an idol or star. While no 

ǇŀǊǘƛŎƛǇŀƴǘ ǳǎŜŘ ǘƘŜ ǘŜǊƳ ΨǊƻƭŜ ƳƻŘŜƭΩΣ ǘƘŜȅ ŎƭŜŀǊƭȅ ƘŜƭŘ ǘƘŜƛǊ ǘŜŀŎƘŜǊǎ ƛƴ ƘƛƎƘ 

esteem and many aspired to emulate their success as a performer and/or teacher. 

Beyond describing their teachers as άǘƻǳƎƘέΣ άŦƛǊƳέ άŘŜƳŀƴŘƛƴƎέ and άŀ ƎƻƻŘ ƭŀǳƎƘ 
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at timesέΣ ōƻȅǎ ŀƭǎƻ ŦƻǳƴŘ ǘƘŜƳ ǘƻ ōŜ άƛƴǎǇƛǊƛƴƎέΣ άǘŀƭŜƴǘŜŘέΣ άōǊƛƭƭƛŀƴǘ άΣ 

 

άŘŜŘƛŎŀǘŜŘέ and άǎǇŜŎƛŀƭέ - implying a belief in a role model discourse but without 

 

ƎŜƴŘŜǊŜŘ ŎƻƴƴƻǘŀǘƛƻƴǎΦ !ǎ aŀǊŎ όмпύ ǘƻƭŘ ƳŜΣ άLΩŘ ƭƻǾŜ ǘƻ ǘƘƛƴƪ ǘƘŀǘ one day I could 
 

ōŜ ŀǎ ƎƻƻŘ ŀƴŘ ǎǳŎŎŜǎǎŦǳƭ ŀǎ Ƴȅ ǘŜŀŎƘŜǊΦ {ƘŜΩǎ ŀǿŜǎƻƳŜΦ ¢ƘŀǘΩǎ Ƴȅ ŀƛƳ ŀƴȅǿŀȅΦέ 
 
 
 

 

{ƛƎƴƛŦƛŎŀƴǘƭȅΣ ŀƴŘ ŘŜǎǇƛǘŜ ǘƘŜ ǇŜǊǾŀǎƛǾŜƴŜǎǎ ƻŦ ǘƘŜ ŜȄǘŜƴǎƛǾŜƭȅ ŎǊƛǘƛǉǳŜŘ ΨƳŀƭŜ ǊƻƭŜ 

 

ƳƻŘŜƭΩ ŘƛǎŎƻǳǊǎŜ ƛƴ ŜŘǳŎŀǘƛƻƴ όŜΦƎΦ !ŘǊƛŀƴȅΣ нлмоΤ Brownhill, 2014), only one 
 

interviewee, Julian (17), thought that male teachers άōǊƛƴƎ ǎƻƳŜǘƘƛƴƎ ŘƛŦŦŜǊŜƴǘέ to 

 

the classes since άǘƘŜȅ ƪƴƻǿ ǿƘŀǘ ƛǘϥǎ ƭƛƪŜ ΧΦέ.  Prior to starting the research, I had 

 

wondered if having a male teacher would be seen by boys to recuperate dance as a 

 

masculine activity and/or as a potentially worthwhile career path, but this proved 

 

not be so. Simply put, boys wanted a άƎƻƻŘέ teacher; their gender was largely 

 

irrelevant - ŀ ǾƛŜǿ ǘƘŀǘ ŎƘƛƳŜǎ ǿƛǘƘ /ŀǊǊƛƴƎǘƻƴΩǎ & {ƪŜƭǘƻƴΩǎ Ŧƛƴding (2003) about 
 

gender and role models in school more broadly. 
 
 
 

 

That said, like Julian above, another participant, Bradley (18), had formerly been 

 

taught briefly by a male and had liked what he considered to be his unique 

 

pedagogical attributes - a skill in verbal exposition using gender-neutral language. 

 

He explained: 

 

I had a male teacher last year, only for a week, and he was the best ballet 
ǘŜŀŎƘŜǊ LΩǾŜ ŜǾŜǊ ƘŀŘΦ IŜ ŘƛŘƴΩǘ ƭƻƻƪ ƭƛƪŜ ŀ ōŀƭƭŜǘ ŘŀƴŎŜǊ ŀǘ ŀƭƭΤ ƘŜ ǿŀǎ 
covered in tattooǎΣ ŎƻƳǇƭŜǘŜƭȅ ŎƻǾŜǊŜŘ ƛƴ ǘŀǘǘƻƻǎΣ ƘŜΩŘ Ǝƻǘ ǘƘŜƳ ŀƭƭ ƻǾŜǊ Ƙƛǎ 
neck, on his legs, full sleeve, all sorts of stuff. And yet the way he taught 
ǿŀǎƴΩǘΧ ƘŜ ŘƛŘƴΩǘ ǎŀȅ ōŜ ŀ ǇǊƛƴŎŜ ƻǊ ǇǊƛƴŎŜǎǎΣ ƻǊ ōŜ ǘƘƛǎ ŀƴƛƳŀƭ ƻǊ ǘƘŀǘ ƪƛƴŘ ƻŦ 
ŀƴƛƳŀƭΤ ƘŜ ǳǎŜŘ ǿƻǊŘǎ ƭƛƪŜ ΨǇǊƻǿƭΩ ŀƴŘ ΨƳŀƪŜ ƛǘ ƭƻƻƪ ŜŀǎȅΩ Χ ǘƘŜ ǳƴƛǾŜǊǎŀƭ 
ǘƘƛƴƎǎΧ L ŘƻƴΩǘ ǊŜƳŜƳōŜǊ ƘƛƳ ƻƴŎŜ ǎŀȅƛƴƎ ŀƴȅǘƘƛƴƎ ǘƘŀǘ ǿŀǎ ƎŜƴŘŜǊ ǎǇŜŎƛŦƛŎΦ 
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²ƘƛƭŜ .ǊŀŘƭŜȅΩǎ ŜƴǘƘǳǎƛŀǎƳ ŦƻǊ Ƙƛǎ ƳŀƭŜ ǘŜŀŎƘŜǊΩǎ ǳǎŜ ƻŦ ƎŜƴŘŜǊ-neutral language 
 

was welcome, no doubt a skilled female teacher would be equally adept at using it, 

 

and as I argue in the concluding chapter, this could be achieved by adopting a gender 

 

- ŦƭŜȄƛōƭŜ ǇŜŘŀƎƻƎȅ ό²ŀǊƛƴ ϧ !ŘǊƛŀƴȅΣ нлмрΤ ²ŀǊƛƴΣ нлмтύΦ Lƴ ǎƻ ŘƻƛƴƎΣ ǘŜŀŎƘŜǊǎΩ 

 

professional practice would be permeated by an explicit gender consciousness 

 

minded to dislodging normativities. 
 
 
 

 

5.2.2 Performing dance 

 

Although principally focussed on teaching dance, most private-sector dance schools 

 

also provide numerous performance opportunities for their pupils. While these 
 

were found to be welcome, some boys spoke of a tension between the thrill of 

 

public performances (in competitions, performances and shows) and their personal 

 

desire for privacy and/or anonymity. This tension was frequently coupled with an 
 

unease for the privileges sometimes afforded to them by way of their gender. 
 
 
 

 

On the subject of performing, Marcus (16), commented: 

 

Then there were performances on the Winter Gardens stage which were 
ŀƭǿŀȅǎ ǊŜŀƭƭȅ ƎƻƻŘΦ ¸ƻǳΩŘ ŎƻƳŜ ƻŦŦ ǘƘŜ ǎǘŀƎŜ ŀƴŘ ȅƻǳΩŘ ōŜŜƴ ǇǊŀŎǘƛǎƛƴƎ ŦƻǊ 
months for a ten-ƳƛƴǳǘŜ ǇŜǊŦƻǊƳŀƴŎŜΦ ¸ƻǳΩŘ ŎƻƳŜ ƻŦŦ ŀƴŘ ŦŜŜƭ ƛǘ ǿŀǎ ǿƻǊǘƘ 
ƛǘΣ ōŜŎŀǳǎŜ ȅƻǳΩŘ ƘŀǾŜ ƘŀŘ ǘƘŀǘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ōŜƛƴƎ ƛƴ ŦǊƻƴǘ ƻŦ ŀ Ŧǳƭƭ ƻǇŜǊŀ 
house, on the biggest stage in the country. I think that you learn something to 
perform it, it's something that's supposed to be seen by certain people at 
times, although I did keep it quiet a lot. 

 

When performing dance in public, some boys were aware of being the object of an 

 

ŀǳŘƛŜƴŎŜΩǎ ΨƎŀȊŜΩΣ ǿƘƛŎƘ ƳŀŘŜ ǘƘŜƳ ǎŜƭŦ-conscious and uncomfortable. This was 

 

sometimes heightened by the necessity of wearing costumes or set uniforms, such 

 

as shorts or ballet tights, the latter being described as άǾŜǊȅ ǊŜǾŜŀƭƛƴƎέ by Harry, 
 

151 



 

aged 11. While clearly unawaǊŜ ƻŦ ΨƎŀȊŜ ǘƘŜƻǊȅΩ ǿƘƛŎƘ ŜƳŀƴŀǘŜŘ ŦǊƻƳ ŦŜƳƛƴƛǎǘ ŦƛƭƳ 

scholars who sought to repudiate the male gaze (e.g. De Lauretis, 1994), boys 

ƴƻƴŜǘƘŜƭŜǎǎ ƘŀŘ ŀ ŎƭŜŀǊ ŀǿŀǊŜƴŜǎǎ ǘƘŀǘΣ ŦƻǊ ǘƘŜ ŀǳŘƛŜƴŎŜΣ άthere is power in 

ƭƻƻƪƛƴƎέ (hooks, 1996, p.197). Such power allows women to reclaim άǘƘŜ ŎŀǇŀŎƛǘȅ 

ŦƻǊ ŀƴŘ ǊƛƎƘǘ ǘƻ Ǿƛǎǳŀƭ ǇƭŜŀǎǳǊŜέ (Greer, 2007, p.11), and άŀƭǎƻ allows men to do the 

ǎŀƳŜΣ ōƻǘƘ ǿƛǘƘƛƴ ŀƴŘ ƻǳǘǎƛŘŜ ƻŦ ƘŜǘŜǊƻǎŜȄǳŀƭ ƴƻǊƳǎέ (Allegranti, 2011, p.47). 

 

 

If some boys were uncomfortable with this gaze, a minority of their fathers avoided 

it altogether by eschewing opportunities to see their sons perform. A handful of 

boys reported that their fathers had either never seen them dance, or like mine 

decades before, had watched them perform very infrequently. To account for this, 

Burt (1995), a dance historian, posited the importance of homophobia in regulating 

ƳŜƴΩǎ ǎƻŎƛŀƭ ǊŜƭŀǘƛƻƴǎ ǿƛǘƘ ŜŀŎƘ ƻǘƘŜǊΣ ŀƴŘ ŀǊƎǳŜŘ ǘƘŀǘ ƛƴ ŀ ŘŀƴŎŜ ǇŜǊŦƻǊƳŀƴŎŜ 

context, men can only legitimate their gaze by professing repulsion for homosexual 

desire or attraction, i.e. by homophobia. Relatedly, Risner argued that άώǎϐǘǊŀŘŘƭƛƴƎ 

this important boundary between acceptable homosocial bonding and repressed 

homosexual attraction is the crux for the heterosexual male spectator watching men 

ŘŀƴŎŜέ and concluded, άώƛϐǘ ƛǎ ƛƴǎǘǊǳŎǘƛǾŜ ŦƻǊ ŘŀƴŎŜ ŜŘǳŎŀǘƻǊǎ ǘƻ ǊŜŀƭƛǎŜ ǘƘŀǘ ǎƛƳƛƭŀǊƭȅ 

uncomfortable boundary crossings might reasonably apply for many fathers, siblings 

ŀƴŘ ŦǊƛŜƴŘǎ ŀǘǘŜƳǇǘƛƴƎ ǘƻ ǿŀǘŎƘ ƻǊ ǎǳǇǇƻǊǘ ƳŀƭŜ ŘŀƴŎŜǊǎέ (Risner, 2009, p.60). 

 
 
 

These hypotheses chime with my findings. For example, Seb (16) commented that 

his father άΧ ǿƻǳƭŘƴΩǘ ōŜ ǎŜŜƴ ŘŜŀŘ ŀǘ ŀ ŘŀƴŎŜ ǎƘƻǿΦ L ǳǎŜŘ ǘƻ ŀǎƪΣ ōǳǘ ƘŜΩŘ ƎŜǘ 
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ŀƴƎǊȅ ŀōƻǳǘ ƛǘ ǎƻ L ŘƻƴΩǘ ōƻǘƘŜǊ ŀƴȅ ƳƻǊŜέΣ while Julian (17) said his ŦŀǘƘŜǊ άΧ Ƨǳǎǘ 

ŀōƻǳǘ ǘƻƭŜǊŀǘŜǎ ƳŜ ŘƻƛƴƎ ƛǘΣ ōǳǘ ƘŜ ǿƻǳƭŘƴΩǘ ŜǾŜǊ ŎƻƳŜ ŀƴŘ ǎŜŜ ƳŜ Χ ǘƘŀǘ ǿƻǳƭŘ 

ƭƻƻƪ ƭƛƪŜ ŀǇǇǊƻǾŀƭ ŀƴŘ ƘŜ ǿƻǳƭŘƴΩǘ ƎƛǾŜ ǘƘŀǘέΦ Another dancer, Owen (15) praised his 

stepfaǘƘŜǊΩǎ ǎǳǇǇƻǊǘ ŀƴŘ ŎƻƳƳƛǘƳŜƴǘ ǘƻ Ƙƛǎ ŘŀƴŎƛƴƎ ōǳǘ ƭŀƳŜƴǘŜŘ ǘƘƛǎ ŘƛŘ ƴƻǘ 

extend to his biological father who άƻōǾƛƻǳǎƭȅ ŘƻŜǎƴΩǘ ŀŎŎŜǇǘ ŘŀƴŎŜ ΧƘŜΩǎ ƪƛƴŘ ƻŦ 

ōƭƛƴŘŜŘ ǘƻ ƛǘ ǘƘŀǘ Ǝǳȅǎ Ŏŀƴ Řƻ ŘŀƴŎŜέΦ Paternal attitudes to dance such as these are 

clearly a fascinating, under-researched area, worthy of more scrutiny. However, 

access to the field could be difficult; for instance, my interview requests with two 

ΨǊŜƭǳŎǘŀƴǘΩ ŦŀǘƘŜǊǎ ǿŜǊŜ ŘŜŎƭƛƴŜŘ - perhaps an example of men engaging in 

heteronormative boundary maintenance - a strategy discussed further in Chapter 

Seven. 

 

 

wŜǘƛŎŜƴŎŜ ƛƴ ǇǳōƭƛŎ ǇŜǊŦƻǊƳŀƴŎŜ ǿŀǎ ǎƻƳŜǘƛƳŜǎ ŀŎŎƻƳǇŀƴƛŜŘ ōȅ ōƻȅǎΩ ǊŜƭǳŎǘŀƴŎŜ 

to seek public acknowledgement of their dance successes. For example, aware of 

the possible consequences that publicity might bring, Lucas (15) explained: ά²ƘŜƴ L 

first ŘƛŘ 9ƴƎƭƛǎƘ ¸ƻǳǘƘ .ŀƭƭŜǘΣ L ŘƛŘƴΩǘ ƭŜǘ ǘƘŜƳ ώǘƘŜ ōŀƭƭŜǘ ŎƻƳǇŀƴȅϐ Ǉǳǘ Ƴȅ 

ǇƘƻǘƻƎǊŀǇƘ ƛƴ ǘƘŜ ǇŀǇŜǊ ōŜŎŀǳǎŜ L ǿŀǎ ǎŎŀǊŜŘ ǇŜƻǇƭŜ ŀǘ ǎŎƘƻƻƭ ǿƻǳƭŘ ŦƛƴŘ ƻǳǘέΦ A 

couple of boys recounted that their successes had been publicised by their dance 

schools and/or secondary schools, via printed or social media, without their 

permission. In these circumstances, the motives of the school, be they commercial, 

reputational or both, overrode the sensitivities of the male dancer suggesting, once 

again, that some schools are not yet sufficiently gender - sensitive to their pupils. 
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Most male dancers were also aware of their privileged position within their dance 

schools but for some this was a source of discomfort. Boys gave several examples, 

including: being given solo performance opportunities in shows or prominent 

stage positions (so they were clearly visible to the audience); choosing which 

female partner(s) to dance with; being consulted on choice of music, costume or 

theme ς opportunities that were not always afforded to female peers. Lucas (15) 

told me άL usually had a solo spot in the shows, and even when I was in a group I 

ǿŀǎ ƻŦǘŜƴ ƻƴ ǘƘŜ ŦǊƻƴǘ ǊƻǿέΣ while Billy (17), added: 

 
Lǘ ǿŀǎ ƭƛƪŜΧ ǘƘŜȅ ǿŜǊŜ ƪƛƴŘ ƻŦ ǎƘƻǿƛƴƎ ǳǎ ƻŦŦΣ ƭƛƪŜ ΨhƘΣ ƭƻƻƪΣ ǿŜΩǾŜ Ǝƻǘ ŀ 
ōƻȅΩΧ L ŘƻƴΩǘ ǘƘƛƴƪ ǎƻƳŜ ǇŀǊŜƴǘǎ ǿŜǊŜ ƘŀǇǇȅ ΨŎƻǎ ƛǘ ǿŀǎ ǇǊŜǘǘȅ ƻōǾƛƻǳǎ ǿƘȅ 
thŜȅΩŘ ŘƻƴŜ ƛǘΦ Lǘ ǿŀǎƴΩǘ ƭƛƪŜ L ǿŀǎ ǘƘŜǊŜ ΨŎƻǎ L ǿŀǎ ǘƘŜ ōŜǎǘΤ ǎƻƳŜ ƻŦ ǘƘŜ ƎƛǊƭǎ 
ǿŜǊŜ ōŜǘǘŜǊ ǘƘŀƴ ƳŜΧέ. 

 
 
 

 

These findings confirm earlier research that male dancers often benefit 

disproportionately because of their gender (e.g. Van Dyke, 1996; Garber et al., 2007) 

and are subject to contradictory and conflicting treatment in the dance studio (Gard, 

2006, Risner, 2009). Similar to my findings, other research has established that some 

dance teachers feel the need to make young male dancers άŦŜŜƭ ƳƻǊŜ ŎƻƳŦƻǊǘŀōƭŜέ 

by encouraging them to take leadership roles, or by inviting their input into other 

aspects of performances such as music or costume (Risner, Godfrey & Simmons, 

2004, p.31). Thus, over time, this bias has been instrumental in creating something 

of a paradox for men who dance in the West, since they are both a marginalised 

ǇƻǇǳƭŀǘƛƻƴ ŀƴŘ ŀ ǇǊƛǾƛƭŜƎŜŘ ƳƛƴƻǊƛǘȅΦ wŜŎƻƎƴƛǎƛƴƎ ǘƘƛǎΣ L ŎƻƴŎǳǊ ǿƛǘƘ wƛǎƴŜǊΩǎ 

commŜƴǘ ǘƘŀǘ ά[t]he experience of male dancers is fascinating in that they are 

ŦǊŜǉǳŜƴǘƭȅ ŘŜǾŀƭǳŜŘ ōȅ ǘƘŜƛǊ ŎǳƭǘǳǊŜ ȅŜǘ ǇǊƛȊŜŘ ƛƴ ǘƘŜƛǊ ŦƛŜƭŘέ (Risner, 2009, p.28). 
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Moving beyond the privileges of the dance school, but framed by their mainly 

ǇƻǎƛǘƛǾŜ ŜȄǇŜǊƛŜƴŎŜǎ ǘƘŜǊŜΣ L ƴƻǿ ǘǳǊƴ ǘƻ ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴ ƛƴ 

their secondary schools where the subject, and those who practise it, are often 

marginalised. 

 
 
 

рΦо .ƻȅǎΩ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴ ƛƴ ǘƘŜƛǊ ǎŜŎƻƴŘŀǊȅ ǎŎƘƻƻƭǎΥ ǊŜƎǳƭŀǘƛƻƴ ŀƴŘ 
(re)production 

 
 

 

5.3.1 Dance and the discursive (re)production of gender 

 

As dance is a subsidiary element within the compulsory physical education (P.E.) 

curriculum in England at Key Stages One to Three, many boys reported that their 

first experiences of dance were within these lessons. What then, did they make of 

these potentially formative encounters? Analysis suggests that these dance lessons 

did little to inspire them to pursue the art form; tuition was described among other 

things as άōƻǊƛƴƎέ, άōŀǎƛŎέ and not άǇǊƻǇŜǊ ŘŀƴŎŜέ. I contend that such views arise 

for two main reasons; first, an ignorance of the philosophical tradition from which 

dance in education emanates; and second, a misplaced expectation by some boys 

that curriculum dance should replicate only dance styles found in popular culture 

and media, especially urban dance including breaking, hip-hop, street etc. 

 

 

More significantly though, participants reported that most of their male peers 

resisted engaging fully with dance at school. As I suggest below, this antipathy to 

dance is principally underpinned by a regulatory gender regime rooted in both a fear 

ƻŦ ǘƘŜ ΨŦŜƳƛƴƛƴŜΩ ŀƴŘ ŀ ŦŜŀǊ ƻŦ ŦŀƛƭǳǊŜ ƛƴ ŀƴ ŀŎǘƛǾƛǘȅ ŎƻŘŜŘ ŀǎ ǎǳŎƘΦ ¢ƻ ƛƭƭǳǎǘǊŀǘŜΣ ǿƘŜƴ 
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asked to reflect on his experience of dance at school, Jacob (11) commented 

not untypically: 

 

Everyone ǘƘƻǳƎƘǘ ƛǘ ǿŀǎ ƳƻǊŜ ƻŦ ŀ ƎƛǊƭǎΩ ǘƘƛƴƎΣ ǘƻ ŘŀƴŎŜΣ ƳƻǊŜ ǘƘŀƴ ŀ 
ōƻȅǎΩΣ ǎƻ ǘƘŜ ōƻȅǎ ŘƛŘƴΩǘ ǘŀƪŜ ǇŀǊǘ ŀǎ ƳǳŎƘΣ ǘƘŜȅ Ƨǳǎǘ ŘƻǎǎŜŘ ŀǊƻǳƴŘ 
ŀ ōƛǘΦ ¢ƘŜȅ ŘƛŘƴΩǘ ǘǊȅ ǘƘŜƛǊ ōŜǎǘ ŀƴŘ ǘƘŜȅ ǿŜǊŜƴΩǘ ŦƻŎǳǎŜŘ Χ the girls 
got higher grades when we were graded. 

 

WŀŎƻōΩǎ ŀŎŎƻǳƴǘ ŘǊŀǿǎ ŀǘǘŜƴǘƛƻƴ ǘƻ ǘƘŜ ƎŜƴŘŜǊ ōƻǳƴŘŀǊȅ ƳŀƛƴǘŜƴŀƴŎŜ ǎǘǊŀǘŜƎȅ 

employed by male classmates who άŘƛŘƴΩǘ ǘǊȅ ǘƘŜƛǊ ōŜǎǘέ and so underachieved in 

the subject. The latter is a pertinent illustration, in a school context, of what 

Paechter describes as a άƳǳǘǳŀƭƭȅ ƻōǎŜǊǾƛƴƎ ǇŀƴƻǇǘƛŎ ƎŀȊŜ ƛƴ ŎƻƳƳǳƴƛǘƛŜǎ ƻŦ 

ƳŀǎŎǳƭƛƴƛǘȅ ŀƴŘ ŦŜƳƛƴƛƴƛǘȅ ǇǊŀŎǘƛŎŜέ (Paechter, 2007, p.38), whereby the regulatory 

force of the gaze is exerted to promote conformity of group practice and its norms. 

As a relational construct, with masculinity viewed in opposition to femininity and the 

ƭŀǘǘŜǊ ŘŜƴƛƎǊŀǘŜŘ ŀǎ ƛƴŦŜǊƛƻǊΣ WŀŎƻōΩǎ ǘǊŀƴǎŎǊƛǇǘ ƛƳǇƭƛŜǎ ŀ ŦŜŀǊ ƻŦ ΨhǘƘŜǊƛƴƎΩ όtŀŜŎƘǘŜǊΣ 

1998), a fear which deters boys from engaging in gender-transgressive behaviour, 

such as being seen to actually enjoy dance. This is not new of course; it was a 

strategy I had employed decades before, but its longevity is both disappointing and 

ƛƴŘƛŎŀǘƛǾŜ ƻŦ ƛǘǎ ǎŜŜƳƛƴƎ ŜƴǘǊŜƴŎƘƳŜƴǘ ƛƴ ŎƘƛƭŘǊŜƴΩǎ ƎŜƴŘŜǊ ǊŜƭŀǘƛƻƴǎΦ 

 
 
 

However, a fear of failure could also account ŦƻǊ ōƻȅǎΩ ŘƛǎŜƴƎŀƎŜƳŜƴǘ ǿƛǘƘ ŘŀƴŎŜΦ 

Confirming earlier research (e.g. Francis, 2000; Frosh et al., 2002), Jackson found 

that young people άŘƻ ƴƻǘ ǇǊŜǎǎǳǊŜ ŜŀŎƘ ƻǘƘŜǊ ǘƻ ǇŜǊŦƻǊƳ ǿŜƭƭ ŀŎŀŘŜƳƛŎŀƭƭȅέ 

(2006b, p.60), and that in effort to be cool and popular, boys (and girls) άƳǳǎǘ 

ŘƛǎǇƭŀȅ ŀ ŎŜǊǘŀƛƴ ƴƻƴŎƘŀƭŀƴŎŜ ŀōƻǳǘ ŀŎŀŘŜƳƛŎ ǿƻǊƪέΦ However, WŀŎƪǎƻƴΩǎ ŀƴŀƭȅǎƛǎ ƻŦ 

interview data concludes that, άώǘϐƘŜǊŜ ǿŀǎ ŀ ǇŀƭǇŀōƭŜ ŦŜŀǊ ƻŦ ŀŎŀŘŜƳƛŎ ŦŀƛƭǳǊŜ ƛƴ ǘƘŜ 
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ŀŎŎƻǳƴǘǎ ƻŦ Ƴƻǎǘ ǇǳǇƛƭǎέ ŀƴŘ ŀ ŎƻƴŎŜǊƴ ƴƻǘ άto look stupid academically in front of 

 

ǘƘŜƛǊ ǇŜŜǊǎέ (Jackson, 2006b, p.60). While boys would not regard dance as an 

 

ΨŀŎŀŘŜƳƛŎΩ ǎǳōƧŜŎǘΣ ǘƘŜȅ ŎƻǳƭŘΣ ƴƻƴŜǘƘŜƭŜǎǎΣ ǎǘƛƭƭ ŜȄǇŜǊƛŜƴŎŜ ŀ ŦŜŀǊ ƻŦ ŦŀƛƭǳǊŜΣ ƻŦ ōŜƛƴƎ 

 

ΨōŜŀǘŜƴΩ ōȅ ƻǘƘŜǊ ōƻȅǎ όƻǊ ǿƻǊǎŜ ǎǘƛƭƭΣ ƎƛǊƭǎύΣ ǎƛƴŎŜ ŘŀƴŎŜ ŀǎ ŀ ǾƛǎǳŀƭΣ ŜƳōƻŘƛŜŘ 

 

medium can make it difficult for pupils to hide their lack of interest or skill in the 

 

subject. Aden, a male dancer teacher explained it thus: 

 

I see this all the time. Boys are fearful of dance since it exposes them to all 
ǎƻǊǘǎ ƻŦ ǾǳƭƴŜǊŀōƛƭƛǘƛŜǎΦ ¢ƘŜǊŜΩǎ ǊŜŀƭƭȅ ƴƻǿƘŜǊŜ ǘƻ ƘƛŘŜΦ L ƻŦǘŜƴ ǘƘƛƴƪ ƛǘΩǎ ŜŀǎƛŜǊ 
ǘƻ ǎƭƛŘŜ ƛƴǘƻ ƻōǎŎǳǊƛǘȅ ƛŦ ȅƻǳΩǊŜ ǎƛǘǘƛƴƎ ōŜƘƛƴŘ ŀ ŘŜǎƪ ǿǊƛǘƛƴƎ ŀ ƘƛǎǘƻǊȅ ŜǎǎŀȅΣ ƻǊ 
doing some algebra, because ƛŦ ȅƻǳ ŎŀƴΩǘ Řƻ ǘƘƻǎŜ ǘƘƛƴƎǎ ȅƻǳ Ŏŀƴ ƪŜŜǇ ȅƻǳǊ 
ƘŜŀŘ Řƻǿƴ ŀƴŘ ǇǊŜǘŜƴŘ ȅƻǳ ŎŀƴΦ .ǳǘ ƴƻǘ ǎƻ ǿƛǘƘ ŘŀƴŎŜΦ LǘΩǎ Ǿƛǎǳŀƭ ŀƴŘ 
ƛƳƳŜŘƛŀǘŜƭȅ ƻōǾƛƻǳǎΧ ŀƴŘ ƪƛŘǎ Ŏŀƴ ōŜ ŎǊǳŜƭ ǎƻ LΣ ŀǎ ŀ ǘŜŀŎƘŜǊΣ ƘŀǾŜ ǘƻ ōŜ ƻƴ 
ǘƘŜ ŀƭŜǊǘ ŀƭƭ ǘƘŜ ǘƛƳŜΦ ! ƭƻǘ ƻŦ ōƻȅǎ ŘƻƴΩǘ ŜƴƎŀƎŜ Ŧǳƭƭȅ ǿƛǘƘ ŘŀƴŎŜ ǿƘŜƴ ǘƘŜȅΩǊŜ 
in class ς too many preconceptions and insecurities - but I bet many of them 
ŘŀƴŎŜ ƛƴ ǘƘŜƛǊ ōŜŘǊƻƻƳǎ ǿƘŜƴ ƴƻ ƻƴŜΩǎ ǿŀǘŎƘƛƴƎΦ 

 
 
 

 

! ŦǳǊǘƘŜǊ ŀŎŎƻǳƴǘ ƻŦ ōƻȅǎΩ ǊŜƭǳŎǘŀƴŎŜ ǘƻ ŘŀƴŎŜ ǿŀǎ ǇǊƻǾƛŘŜŘ ōȅ [ƛƴŘŀΣ ŀ ǎŎƘƻƻƭ 

 

teacher (and mother of a male dancer), who commented: 

 

I remember a boy in my school having a meltdown and crying 
because he was going to dance. Nobody was going to make him do a 
dance lesson! And yet by the end of it he was actually quite good. His 
perception of dance was the classical ballet type thing that his sisters 
ƘŀŘ ŘƻƴŜΣ ŀƴŘ ƘŜ ǿŀǎƴΩǘ ŘƻƛƴƎ ƛǘΦ 

 

¢ƘŜ ǇƻǘŜƴǘ ŜŦŦŜŎǘ ƻŦ ǘƘŜ ŘƛǎŎƻǳǊǎŜ ǘƘŀǘ Ǉƻǎƛǘǎ ŘŀƴŎŜ ŀǎ ŀ ΨŦŜƳƛƴƛƴŜΩ ǇǳǊǎǳƛǘ ǿŀǎ 

 

ǇŜǊǘƛƴŜƴǘ ƛƴ ǘƘƛǎ ŎŀǎŜ ǎƛƴŎŜ ǘƘŜ ōƻȅΩǎ ǎƛǎǘŜǊǎ ƘŀŘ ǇŀǊǘƛŎƛǇŀǘŜŘ ƛƴ ŜȄǘǊŀ-curricular ballet 

 

lessons. Thus, fearful of breaching the bounds of normative masculinity and of 

 

comparison with his sister, this young pupil (Year Two) also exemplified the salience 

 

and consequences of (in)appropriate articulations of taste in the lives of some young 

 

children. !ǎ ǎǳŎƘΣ ƴƻǘ ƻƴƭȅ ŘƻŜǎ ƛǘ ǊŜǎƻƴŀǘŜ ǿƛǘƘ /ŀƴƴΩǎ ŦƛƴŘƛƴƎǎ ƻƴ ǘƘŜ 

 

(re)production of gender in contemporary youth cultures, with young people aged 
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мо ǘƻ мсΣ ό/ŀƴƴΣ нлмоύΣ ōǳǘ ƛǘ ŀƭǎƻ ǊŜƳƛƴŘǎ ǳǎ ǘƘŀǘ ǘŀǎǘŜΩǎ ǊƻƭŜ ƛƴ ǘƘŜ discursive, 

regulatory (re)production of gender starts much earlier than in youth. 

 
 
 

I was reminded of this while working on a research project entitled, άIƻǿ Gender 

aŀǘǘŜǊǎ ǘƻ /ƘƛƭŘǊŜƴ ŀƴŘ ¸ƻǳƴƎ tŜƻǇƭŜ [ƛǾƛƴƎ ƛƴ 9ƴƎƭŀƴŘέ (Bragg et al., 2017), 

commissioneŘ ōȅ ǘƘŜ hŦŦƛŎŜ ŦƻǊ ǘƘŜ /ƘƛƭŘǊŜƴΩǎ /ƻƳƳƛǎǎƛƻƴŜǊ ŦƻǊ 9ƴƎƭŀƴŘ ǘƻ 

ǊŜǎŜŀǊŎƘ ȅƻǳƴƎ ǇŜƻǇƭŜΩǎ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ƎŜƴŘŜǊΦ Lǘ ŦƻǳƴŘΣ ŀƳƻƴƎ ƻǘƘŜǊ ǘƘƛƴƎǎΣ ǘƘŀǘ 

ŘŜǎǇƛǘŜ ŎƘƛƭŘǊŜƴΩǎ ŀƴŘ ȅƻǳƴƎ ǇŜƻǇƭŜΩǎ ŎƻƳƳƛǘƳŜƴǘ ǘƻ ƎŜƴŘŜǊ ŜǉǳŀƭƛǘȅΣ ŘƛǾŜǊǎƛǘȅ ŀƴŘ 

the rights of sexual minorities, in practice, gender norms and expectations continue 

to regulate their experiences of their body, appearance, objects and activities. This 

finding reaffirmed our knowledge that gender binaries are often strongly felt and 

upheld in childhood, particularly as they entangle with sexuality (Renold, 2005;  

Paechter & Clark, 2007, 2015; wȅǎǎǘΣ нлмоύΦ ¢ƘǳǎΣ /ƘŀǇǘŜǊ {ŜǾŜƴ ŜȄǇƭƻǊŜǎ Ƙƻǿ ōƻȅǎΩ 

taste articulations in dance (i.e. their choice of genre) were often found to function 

as a recuperative strategy for their masculinity and/or heterosexuality. 

 
 
 

With regard to their choices of dance genre(s), as explicated previously, I found that 

urban dance was the most popular option for boys taking dance examinations in 

private-sector dance schools. Clearly though, this luxury of choice was not available 

to pupils in secondary schools; instead, as I explain in the following section, pupils 

were usually taught a form of modern educational or contemporary dance, which 

most found uninspiring. 
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5.3.2 The philosophy of dance in education 

 

Asked to reflect on and describe the style and content of his school dance lessons, 

 

Jacob (11) commented, άL ǿƻǳƭŘƴΩǘ ǎŀȅ ƛǘ ǿŀǎ ŀ ΨƳƛŎƪ ǘŀƪŜΩ ōǳǘ ƛǘ ǿŀǎƴΩǘ ǇǊƻǇŜǊ ς 
 

ǾŜǊȅ ōŀǎƛŎΣ ƘŀƴŘ ƎŜǎǘǳǊŜǎΣ ǘƘƛƴƎǎ ƭƛƪŜ ǘƘŀǘέ, while Linda, a schoolteacher, described 
 

the dance unit she taught as involving άƴƻǘƘƛƴƎ definite, but travels and turns and 

 

ƎŜǎǘǳǊŜǎέ. Such approaches are consistent with a long-held philosophy of dance in 

 

education which promoted άǇǊƻŎŜǎǎ ƻǾŜǊ ǇǊƻŘǳŎǘέ (Smith-Autard, 2002, p.5). 
 

However, this was superseded ōȅ ǘƘŜ ΨƳƛŘǿŀȅ ŀǊǘ ƻŦ ŘŀƴŎŜ ƛƴ ŜŘǳŎŀǘƛƻƴ ƳƻŘŜƭΩ 

 

(Smith-Autard, 2002Σ ǇΦƛȄύ ǿƘƛŎƘ ǇƭŀŎŜŘ Ŝǉǳŀƭ ŜƳǇƘŀǎƛǎ ƻƴ ΨǇǊƻŎŜǎǎΩ ŀƴŘ ƻƴ 

 

ΨǇǊƻŘǳŎǘΩ ǿƘŜƴ ŎǊŜŀǘƛƴƎ ŀƴŘ ǇŜǊŦƻǊƳƛƴƎ ŘŀƴŎŜǎΦ Lƴ ŜǎǎŜƴŎŜΣ ǘƘƛǎ ΨƳƛŘǿŀȅΩ ŀǇǇǊƻŀŎƘ 

 

to developing creativity, imagination and individuality in dance continues to 

 

underpin primary and secondary dance education today. It is, though, in sharp 

 

contrast to the approach of most private-sector dance teachers whose emphasis is 

 

ǳǎǳŀƭƭȅ ƻƴ ǘƘŜ ΨǇǊƻŘǳŎǘΩ ŀƴŘ ƛǘǎ ǇŜǊŦƻǊƳŀƴŎŜΣ ƛΦŜΦ ǘǊŀƛƴƛƴƎ ōƻŘƛŜǎ ƛƴ ǎǘȅƭƛǎǘƛŎŀƭƭȅ- 

 

defined dance techniques. Pedagogically speaking, this latter model puts emphasis 

 

on directed teaching as a top-down model of knowledge transmission, with the 

 

ǘŜŀŎƘŜǊ ŀǎ ŜȄǇŜǊǘ ŀƴŘ ǘƘŜ ǇǳǇƛƭ ŀǎ ŀƴ ŀǇǇǊŜƴǘƛŎŜΣ ǿƘŜǊŜŀǎ ǘƘŜ ΨƳƛŘǿŀȅΩ ƳƻŘŜƭ ƛǎ 

 

mostly characterised by a stimulus-driven process/problem-solving approach to 

 

teaching, with the teacher as a facilitating guide and the pupil as an agent in their 

 

own learning. 
 
 
 

 

Thus, free from the constraints of perfecting dance technique emanating from 

ǘŜŀŎƘŜǊ ŘƛǊŜŎǘƛƻƴΣ ŀ ΨƳƛŘǿŀȅΩ ƳƻŘŜƭ ƛƴ ǎŜŎƻƴŘŀǊȅ ǎŎƘƻƻƭǎ ƳƛƎƘǘ ōŜ ǘƘƻǳƎƘǘ ƳƻǊŜ 

likely to engage boys since its potentially abstract movements are not easily  
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codified by gender. However, as outlined above, this was not found to be the case, 

ǎƛƴŎŜ ōƻȅǎ ǿŜǊŜ ǳƴŀōƭŜ ǘƻ ΨǊŜŀŘΩ ǘƘŜ ƳƻǾŜƳŜƴǘǎ ŀǎ ŀƴȅǘƘƛƴƎ ƻǘƘŜǊ ǘƘŀƴ άōŀǎƛŎέΣ 

άōƻǊƛƴƎέ or as summarised by Robin (11), άƴƻǘ ƳǳŎƘ ǘƻ ƛǘ Σ Ƨǳǎǘ ƳƻǾƛƴƎ ŀōƻǳǘέ. My 

findings theǊŜŦƻǊŜ ǎǳƎƎŜǎǘ ǘƘŀǘ ōƻȅǎΩ ŘŀƴŎŜ ŜȄǇŜǊƛŜƴŎŜǎ ƛƴ ǘƘŜƛǊ ǎŜŎƻƴŘŀǊȅ ǎŎƘƻƻƭǎ 

ǿŜǊŜ ƻŦǘŜƴ ƳŀǊǊŜŘ ōȅ ŀ ŎƻƴǘƛƴǳƛƴƎ ŜƳǇƘŀǎƛǎ ƻƴ ΨǇǊƻŎŜǎǎΩ ŀǘ ǘƘŜ ŜȄǇŜƴǎŜ ƻŦ 

ΨǇǊƻŘǳŎǘΩ ς ƛƴ ŎƻƴǘǊŀǾŜƴǘƛƻƴ ƻŦ ǘƘŜ ΨƳƛŘǿŀȅ ƳƻŘŜƭΩ ό{ƳƛǘƘ-Autard, 2002). 

 

 

Salient to this, Hebert (2017) reminds us of earlier research (e.g. Crawford, 1994; 

DŀǊŘΣ нллмΤ /ƻƭƭƛƴǎΣ нллфΤ ¢ŀǎŎƘǳƪΣ нллфύ ǿƘƛŎƘ ŦƻǳƴŘ ǘƘŀǘ άboys might be more 

likely to continue dancing if they are first exposed to forms of movement that are 

familiar to them, so they can have a sense of ƻǿƴŜǊǎƘƛǇέ. Thus, viewed in essentialist 

ǘŜǊƳǎΣ ǇƻǇǳƭŀǊ ŘŀƴŎŜ ǎǘȅƭŜǎ ŀƴŘ ƻƴŜǎ ŎǳƭǘǳǊŀƭƭȅ ŎƻŘŜŘ ŀǎ ΨŎƻƻƭΩΣ ǎǳŎƘ ŀǎ ǳǊōŀƴ ŘŀƴŎŜΣ 

are more likely to be of initial interest to boys than abstract, process-orientated 

educational dance. If so, the restricted dance repertoire currently offered in many 

schools represents a lost opportunity to engage more boys with dance. Once 

engaged though, further attempts could be made to expand dance horizons by 

introducing a range of dance and movement styles that transcend gender 

boundaries; currently though, some schools simply resort to regressive 

heteronormative measures, as I discuss below. 

 
 

 

5.3.3 Appealing to the heteronormative 

 

.ŜǎƛŘŜǎ ǘƘŜ ǳƴƛƴǎǇƛǊƛƴƎ ƴŀǘǳǊŜ ƻŦ ǎƻƳŜ ōƻȅǎΩ ŜŘǳŎŀǘƛƻƴŀƭ ŘŀƴŎŜ ŜȄǇŜǊƛŜƴŎŜǎΣ Ŝǉǳŀƭƭȅ 

problematic was the heteronormative bias in some dance schemes of work used 

within the P.E. curriculum in some schools.  Presumably intended to appeal 
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ǎǇŜŎƛŦƛŎŀƭƭȅ ǘƻ ōƻȅǎΣ ǿŀǎ ƻƴŜ ǎǳŎƘ ǳƴƛǘΣ ǘƛǘƭŜŘ Ψ{ǳǇŜǊƘŜǊƻŜǎΩΣ ƛƴǎǇƛǊŜŘ ōȅ DǊŜŜƪ ƳȅǘƘǎ 

and legends. Now at secondary school, Neil (11) recalled his experience of this unit 

in Year 6 at primary school: 

 
In PE, we would do dance about the ancient Greeks or something like the 
hƭȅƳǇƛŎǎΦ L ŘƻƴΩǘ ƪƴƻǿ ǿƘŀǘ ǎƻǊǘ ώƻŦ ŘŀƴŎŜϐ ƛǘ ǿŀǎΣ ƛǘ ǿŀǎ ƳƻǊŜ ƭƛƪŜ 
positions, that sort of thing. We would do that for a term and then move 
ƻƴǘƻ ǎǇƻǊǘǎΦ Lǘ ώŘŀƴŎŜϐ ŘƛŘƴΩǘ ƘŀǇǇŜƴ ŜǾŜǊȅ ȅŜŀǊΦ 

 

Beyond relying on anachronistic masculine tropes, it appears that, once again, the 

abstract nature of the dance content did little to engage boys (and probably girls 

ǘƻƻύΦ IŀǾƛƴƎ ŀƭǎƻ ŜȄǇŜǊƛŜƴŎŜŘ ǘƘŜ Ψ{ǳǇŜǊƘŜǊƻŜǎΩ ǳƴƛǘ ƛƴ ¸ŜŀǊ сΣ όŀǎ ǿŜƭƭ ŀǎ ŀ ǳƴƛǘ 

ŎŀƭƭŜŘ ΨDƭŀŘƛŀǘƻǊ DŀƳŜǎΩ ŀǘ YŜȅ {ǘŀƎŜ мύΣ Jacob (11) commented άLǘ ǿŀǎƴΩǘ ǇǊƻǇŜǊ 

ŘŀƴŎŜ ώŀǘ ǎŎƘƻƻƭϐΦ L ƘŀŘ ǘƻ Ǝƻ ǘƻ ǘƘŜ ²ƛƭƭƻǿ 5ŀƴŎŜ {ŎƘƻƻƭ ǘƻ Řƻ ƛǘ ǇǊƻǇŜǊƭȅέ. Overall 

then, while unconcerned by the essentialist nature of some dance provision in their 

early schooling, boys were nonetheless united in their view that dance at school 

was not άǇǊƻǇŜǊέ ς a useful reminder that a reliance on heteronormativity is not 

guaranteed to engage boys with the subject. 

 

 

Appeals to the heteronormative were not, however, confined to schools; an eminent 

dance institution, the Royal Academy of Dance (RAD) recently sought to legitimate 

dance as a masculine endeavour via a new initiative, ΨtǊƻƧŜŎǘ .Ω. Launched in June 

2017 to άǿƛŘŜƴ ŀŎŎŜǎǎ ǘƻ ŘŀƴŎŜ ŦƻǊ ōƻȅǎ ŀƴŘ ǘƻ ŜƴŎƻǳǊŀƎŜ ǘƘŜƳ ǘƻ ǘŀƪŜ ǳǇ ōŀƭƭŜǘέ, 

ΨtǊƻƧŜŎǘ .Ω attempted to counter the prevailing discourses surrounding dance and 

masculinity by presenting dance as a valid activity for boys and, by inference, I would 

argue, by presenting dance as a valid activity for heterosexual boys. To these ends, 

professional heterosexual ballet dancers, such as Iain Mackay and Alexander 
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/ŀƳǇōŜƭƭΣ ǿŜǊŜ ǊŜŎǊǳƛǘŜŘ ŀǎ w!5 Ψ5ŀƴŎŜ !ƳōŀǎǎŀŘƻǊǎΩ ǘƻ ǊŜŀŎƘ ƻǳǘ ǘƻ ōƻȅǎ ƛƴ ŀ 

 

variety of settings including primary and secondary schools, by delivering 

 

masterclasses and workshops. Such role models are not new, of course; Fred 

 

Astaire, Rudolph Nureyev and Carlos Acosta, for example, could all have been 

 

classed as role models, but no evidence exists to suggest that they inspired males to 

 

dance. 
 
 
 

 

More recently, there have ōŜŜƴ ǎŜǾŜǊŀƭ ȅƻǳƴƎ ƳŀƭŜ ƘŜǘŜǊƻǎŜȄǳŀƭ ΨǊƻƭŜ ƳƻŘŜƭǎΩ ǎǳŎƘ 

 

as Louis Smith, Jay McGuiness, Harry Judd and Joe Sugg appearing on the popular 

 

BBC1 television programme Ψ{ǘǊƛŎǘƭȅ /ƻƳŜ 5ŀƴŎƛƴƎΩ . However, the consensus 

 

among my participants (many of whom were fans of the show), was that these 

 

ǎǳǇǇƻǎŜŘ ΨǊƻƭŜ ƳƻŘŜƭǎΩ όǎǇƻǊǘǎƳŜƴΣ ŀŎǘƻǊǎ ŀƴŘ ƳǳǎƛŎƛŀƴǎύ ƘŀǾŜΣ ƭƛƪŜ ǘƘŜƛǊ 

 

predecessors, failed to inspire young males to take up dancing. Indeed, male 

 

attendances at dance classes are άǎǘƛƭƭ ǇƻƻǊέ, according to Myla, a dance policymaker 

 

who added: 
 

Lƴ ǘƘŜ ŦƛǊǎǘ ƛƴǎǘŀƴŎŜΣ ŀōƻǳǘ ǘŜƴ ȅŜŀǊǎ ŀƎƻΣ ǘƘŜǊŜ ǿŀǎ ŀ Ψ{ǘǊƛŎǘƭȅΩ ŜŦŦŜŎǘΣ ŀƴŘ ǿŜ 
ŘƛŘ ǎŜŜ ƳƻǊŜ ƳŜƴ ŎƻƳƛƴƎ ƛƴ ǘƻ ŘŀƴŎŜ ŦƻǊ ȅŜŀǊ ƻǊ ǘǿƻΣ ōǳǘ ǿŜ ŘƛŘƴΩǘ ǎŜŜ 
young men or boys. It was men of a certain age instead. Most young people 
ǿƻǳƭŘƴΩǘ ǘƻǳŎƘ ōŀƭƭǊƻƻƳ ŘŀƴŎƛƴƎ ς ƛǘǎ ƛƳŀƎŜ ƛǎ ǿǊƻƴƎΣ ƛǘΩǎ ƴƻǘ ŦŀǎƘƛƻƴŀōƭŜ 
ŀƴŘ ƛǘΩǎ ƴƻǘ ŎƻƻƭΣ ǎƻ ǿƘȅ ǿƻǳƭŘ ǘƘŜȅ Řƻ ƛǘΚ 

 
 
 

 

5ŜǎǇƛǘŜ ƛǘǎ ŀǇǇŀǊŜƴǘ ƛƴŜŦŦŜŎǘƛǾŜƴŜǎǎΣ ǘƘŜ ƳŀƭŜ ΨǊƻƭŜ ƳƻŘŜƭΩ ŘƛǎŎƻǳǊǎŜ ƭƛŜǎ ŀǘ ǘƘŜ ƘŜŀǊǘ 

 

ƻŦ ΨProject BΩǎ ǎǘǊŀǘŜƎȅΦ .ȅ ƭƛƴƪƛƴƎ ŘŀƴŎŜ ǿƛǘƘ ǎǇƻǊǘǎΣ ǘƘŜ ǇǊƻƧŜŎǘ ŀƛƳǎ ǘƻ ŦƛǊŜ ōƻȅǎΩ 

 

imaginations with άƴŜǿ ŘŀƴŎŜ ǇŀǊǘƴŜǊǎƘƛǇǎ ƛƴǎǇƛǊŜŘ ōȅ ǎǇƻǊǘǎ ŀƴŘ ǎǳǇŜǊƘŜǊƻŜǎέ that 
 

will promote the άŀǘƘƭŜǘƛŎƛǎƳ ŀƴŘ ǇƘȅǎƛŎŀƭƛǘȅ ǘƘŀǘ ōŀƭƭŜǘ ƘƻƭŘǎέ 

 

(royalacademyofdance.org, 2019). This is also reminiscent of the άƳŀƪŜ ƛǘ ƳŀŎƘƻέ 
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strategy identified by Fisher (2007), an attempt to hyper-masculinise ballet by 

ǊŜŦŜǊǊƛƴƎ ǘƻ ŘŀƴŎŜǊǎ ŀǎ ΨŀǘƘƭŜǘŜǎΩ ŀƴŘκƻǊ ΨǎǇƻǊǘǎƳŜƴΩ ƛƴǎǘŜŀŘ Σ ŀƴŘ ŦƻŎǳǎǎƛƴƎ ƻƴ 

the more physical, virtuosic ballet moves for men such as grand leaps and turns. 

 

 

!ǎ ǇŀǊǘ ƻŦ ΨProject BΩΣ ŀ ǎƛƳƛƭŀǊ ǎǘǊŀǘŜƎȅ ƛƴǾƻƭǾŜŘ !ƭŜȄŀƴŘŜǊ /ŀƳǇōŜƭƭΣ ŀ ǇǊƛƴŎƛǇŀƭ 

dancer with the Royal Ballet, collaborating with Marylebone Cricket Club, London, to 

encourage more boys into ballet and more girls into cricket. Over six weeks, the 

project used dance and sport to explore such things as άŎƻƻǊŘƛƴŀǘƛƻƴΣ ŀƎƛƭƛǘȅ ŀƴŘ 

ŎƻƳƳǳƴƛŎŀǘƛƻƴέ, along with άŦƛŜƭŘƛƴƎΣ ōŀǘǘƛƴƎ ŀƴŘ ōƻǿƭƛƴƎέ. Campbell commented 

that he was άŀōǎƻƭǳǘŜƭȅ ŘŜƭƛƎƘǘŜŘ ǘƻ ƘŀǾŜ ǘƘŜ ƻǇǇƻǊǘǳƴƛǘȅ ǘƻ ƛƴǘǊƻŘǳŎŜ ŎƘƛƭŘǊŜƴ ǘƻ Ƴȅ 

ŦŀǾƻǳǊƛǘŜ ŀǊǘ ŦƻǊƳΣ ŀǎ ǿŜƭƭ ŀǎ Ƴȅ ŦŀǾƻǳǊƛǘŜ ǎǇƻǊǘέ (royalacademyofdance.org, 2019). 

This is a telling reminder that, unlike sport, dance is an art form and one 

underpinned by distinct philosophical traditions such as aestheticism - in stark 

contrast to the tactical, competitive nature of a team sport such as cricket. At an 

institutional level, this approach - a masculinist comparison between sport and 

dance - is not new (Crawford, 1994; Fisher, 2007), but as discussed further in 

Chapter Seven, it continues to have utility among many young male dancers as a 

ŦƻǊƳ ƻŦ ΨƳŀǎŎǳƭƛƴŜ ǊŜŎǳǇŜǊŀǘƛƻƴΩ όIŀƴǎŜƴΣ мффсύ ŀƴŘκƻǊ ΨƘŜǘŜǊƻǎŜȄǳŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴΩ 

(McCormack, 2012). 

 
 
 

Boys who enrol on ΨtǊƻƧŜŎǘ .Ω perform movements that embody a heterosexist 

version of masculinity. Such movements are predicated on a belief that boys wish to 

do άŎƻƻƭέ moves and άŦǳƴ ŎƘƻǊŜƻƎǊŀǇƘȅ ƛƴǎǇƛǊŜŘ ōȅ ǇƻǇǳƭŀǊ ƳŀƭŜ ƳƻǘƛŦǎέ so 

providing them with άŀƴ ƻǳǘƭŜǘ ŦƻǊ ǘƘŜƛǊ ƴŀǘǳǊŀƭ ŜƴŜǊƎȅέ according to Iain Mackay, 
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ǘƘŜ w!5Ωǎ ƛƴŀǳƎǳǊŀl male Dance Ambassador. In particular, Mackay describes the 

ƳƻǾŜƳŜƴǘ ŎƻƴǘŜƴǘ ŀǎ ǊŀƴƎƛƴƎ άΧŦǊƻƳ ǘƘŜ ¦ǎŀƛƴ .ƻƭǘ ŀƴŘ ¢ǊŀƴǎŦƻǊƳŜǊ ǇƻǎŜ ǘƻ ǘƘŜ 

wƻƴŀƭŘƻ ƧǳƳǇΧ ƧǳƳǇƛƴƎ ŀƴŘ ǇƻǎƛƴƎ ƭƛƪŜ ǎǳǇŜǊƘŜǊƻŜǎΣ ǎǇƛƴƴƛƴƎ ŀŎǊƻǎǎ ǘƘŜ ǊƻƻƳ ƭƛƪŜ 

Angry Birds, or creating patterns anŘ ǎƘŀǇŜǎ ƭƛƪŜ ōǳƛƭŘƛƴƎ ōƭƻŎƪǎ ƛƴ aƛƴŜŎǊŀŦǘά 

(royalacademyofdance.org, 2019).Thus, while well-ƛƴǘŜƴǘƛƻƴŜŘΣ L ŀǊƎǳŜ ǘƘŀǘ ΨProject 

.Ω reproduces a troubling essentialist version of normative masculinity which, 

perversely, could act as a deterrent to some non-normative and/or non-sporty 

boys. 

 

 

aƻǊŜƻǾŜǊΣ ǊŜƎŀǊŘƛƴƎ ƳŀƭŜ ŘŀƴŎŜǊǎΩ ǎŜȄǳŀƭƛǘȅΣ ǘƘŜǊŜ ƛǎ ŀ ŘŀƴƎŜǊ ƻŦ ǇǊƻƳƻǘƛƴƎ ŀ 

skewed picture of the composition of the dance profession since research, (albeit 

now dated) from the USA suggests that gay and bisexual men comprise half the male 

population in dance (Hamilton, 1999), a fact described by Risner as an άƻǇŜƴ ǎŜŎǊŜǘέ 

(Risner, 2002a, p.185). Although no comparable data exists for England, the self-

reported sexual orientations of my participants were found to be 3.8 % bi-sexual, 

26.9% homosexual, 43.3% heterosexual and 26.9% unknown. By contrast, one 

suspects that ΨtǊƻƧŜŎǘ .Ω seeks to erase the significant number of male dancers who 

are not heterosexual. This, according to dance scholars, is not a new strategy 

(Spurgeon, 1997, Risner 2002bΣ нллоύΤ ƛƴŘŜŜŘΣ ǘƘŜ ƴŀǊǊŀǘƛǾŜ ƻŦ Ψ.ƛƭƭȅ 9ƭƭƛƻǘΩ ŦǳƴŎǘƛƻƴǎ 

in a similar way, whereby Billy (and ballet itself) are, despite the queering of Swan 

Lake, constructed as ostensibly heterosexual and heteromasculine. 

 
 

 

5.3.4 Dance as ŀ ΨŦŜƳƛƴƛƴŜΩ ŀƴŘ ƳŀǊƎƛƴŀƭ ǎǳōƧŜŎǘ 

 

As earlier comments from Jacob and Neil implied, boys revealed a clear awareness  
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that dance occupies only a marginal space in the school curriculum, the result, I 

argue, of an enduring Cartesian mind-body dualism, which privileges the cerebral  

over the physical. This form of binary discourse also helps to account for the 

 

ƘƛǎǘƻǊƛŎŀƭƭȅ ƭƻǿ ǎǘŀǘǳǎ ƻŦ ŘŀƴŎŜ ŀǎ ŀ ŎǳǊǊƛŎǳƭǳƳ ǎǳōƧŜŎǘΣ ŀ ǊŜƳƛƴŘŜǊ ǘƘŀǘ άin school, as 
 

in the wider world, some forms of knowledge are more powerful and confirm more 

 

status than othersέΣ ŀŎŎƻǊŘƛƴƎ ǘƻ tŀŜŎƘǘŜǊΣ ǿƘƻ ŎƭŀǎǎƛŦƛŜǎ ŘŜǎƛƎƴ ŀƴŘ ǘŜŎƘƴƻƭƻƎȅ 

 

(D&T), physical education (P.E.) and music as άƳŀǊƎƛƴŀƭέΣ ŀŘŘƛƴƎ ǘƘŀǘ άteaching and 
 

learning are generally thought of as being about the mind. It is only in some of the 

 

more marginal school subjects, such as PE, that the body is seen as having a role 

 

(Paechter, 2003cΣ ǇΦпфύΦ {ƛƳƛƭŀǊƭȅΣ !ǘǘŀǊ ǊŜƳƛƴŘǎ ǳǎ ǘƘŀǘ έit is no accident that the 
 

least powerful forms of knowledge are those taught to the least valued group of 

 

ǇǳǇƛƭǎέ (Attar, 1990, p.22). Historically, that has been to girls, through a raft of 

 

ǎǳōƧŜŎǘǎ ŘŜŜƳŜŘ ŀǇǇǊƻǇǊƛŀǘŜƭȅ ΨŦŜƳƛƴƛƴŜΩ ǎǳŎƘ ŀǎ ŀǊǘΣ ƘƻƳŜ ŜŎƻƴƻƳƛŎǎΣ ƴŜŜŘƭŜǿƻǊƪΣ 

 

textiles and, of course, dance. 
 
 
 

 

Unsurprisingly, the low, feminised and marginalised status of dance first manifests 

 

itself in primary education, where it comprises only a transient component in the 

 

P.E. curriculum and has a lower status than heteronormative activities such as 

 

footballΦ 9ȄŜƳǇƭƛŦȅƛƴƎ ǘƘƛǎ ΨƘƛŘŘŜƴ ŎǳǊǊƛŎǳƭǳƳΩ ƛƴ ŀŎǘƛƻƴ όWŀŎƪǎƻƴΣ мфсуύΣ WŀŎƻō όммύ 

 

explains that dance was taught by female teachers and was ignored by the only male 

 

teacher in his school: 

 

!ǘ ǇǊƛƳŀǊȅ ǎŎƘƻƻƭΣ ǘƘŜǊŜ ǿŀǎƴΩǘ ƳǳŎƘ ώŘŀƴŎŜϐΦ ²Ŝ ǎǘŀǊǘŜŘ ƛǘ ŦǊƻƳ ȅŜŀǊ one up 
to year five. It was usually a topic in P.E. we did once a year for half a term 
ƳŀȅōŜΦ Lǘ ǿŀǎ ǘŀǳƎƘǘ ōȅ ƻǳǊ Ŏƭŀǎǎ ǘŜŀŎƘŜǊǎ ǿƘƻ ǿŜǊŜ ŀƭƭ ǿƻƳŜƴΧ ²Ŝ ƻƴƭȅ 
ƘŀŘ ƻƴŜ ƳŀƭŜ ǘŜŀŎƘŜǊ ƛƴ ƻǳǊ ǇǊƛƳŀǊȅ ǎŎƘƻƻƭΣ ōǳǘ L ŎŀƴΩǘ ǊŜƳŜƳōŜǊ ŘƻƛƴƎ 
dance with him. He was in year six and we were doing activities outside like 
football most of the time. 
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WŀŎƻōΩǎ ŜȄǇŜǊƛŜƴŎŜ ǊŜŦƭŜŎǘǎ ǘƘŜ ƎŜƴŘŜǊŜŘ ƴŀǘǳǊŜ ƻŦ ŘŀƴŎŜ ǘŜŀŎƘƛƴƎ ƛƴ Ƴŀƴȅ ǇǊƛƳŀǊȅ 

schools; no boys in this study reported being taught dance by a male primary school 

teacher, thereby re-inscribing it in the curriculum as feminised terrain. Similarly, no 

boys reported receiving specialist dance teaching in their primary schools (save from 

an occasional visiting dance company). Of course, in England, most primary school 

teachers are, of necessity, generalists and cannot be expected to possess subject-

specific dance knowledge and pedagogy. However, when these factors are 

ŎƻƴǎƛŘŜǊŜŘ ŎƻƭƭŜŎǘƛǾŜƭȅΣ ƛǘ ƛǎ ƭƛǘǘƭŜ ǿƻƴŘŜǊ ǘƘŀǘ Ƴŀƴȅ ōƻȅǎΩ ŦƛǊǎǘ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ Řance 

in schools are uninspiring, rendering them unlikely to breach gender norms by 

engaging enthusiastically with a marginal and risky subject. As Butler (1990) reminds 

ǳǎΣ ǘƘŜ ǇǊƻŎŜǎǎ ƻŦ ǊŜŀŦŦƛǊƳƛƴƎ ΨŀŎŎŜǇǘŀōƭŜΩ ƳŀƭŜ ƛŘŜƴǘƛǘƛŜǎ ŀƭǎƻ ƛƴǾƻƭǾŜǎ ǘƘŜ 

repudiatiƻƴ ƻŦ ΨǳƴŀŎŎŜǇǘŀōƭŜΩ ƛŘŜƴǘƛǘƛŜǎΤ ǘƘǳǎΣ ŦƻǊ ōƻȅǎ ƛƴ ǎŎƘƻƻƭΣ ōȅ ǇƻƛƴǘƛƴƎ ƻǳǘ 

what they are not (i.e. a dancer = a female), they are simultaneously confirming their 

own gendered identity as male. More specifically, in the context of P.E., Gerdin 

notes: 

 
PE has long been strongly associated with the discourses of gender containing 
stereotypical views about the behaviours and activities that are believed 
appropriate for girls and boys and with notably singular images of femininity 
and masculinity (Gerdin, 2015, p.891) 

 

 

In secondary education too, and in concert with previous research, my analysis 

suggests that normative gender roles persist in the teaching of P.E.. Without 

exception, male dancers in Years Seven to Nine were taught P.E. by male teachers 

in single sex groups. Where dance was taught, again without exception, it was 

delivered by female P.E. teachers, but rarely in mixed-sex groups, thereby re-

inscribing the dominant discourse alluded to by Gerdin above. However, unlike the 
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modern educational dance taught in primary schools, the dominant genre in 

secondary education was found to be contemporary-style dance. A similarity exists 

though since, like its predecessor in primary education, contemporary dance is 

often focussed on developiƴƎ άǇǊƻŎŜǎǎ ƻǾŜǊ ǇǊƻŘǳŎǘέ ό{ƳƛǘƘ-Autard, 2002), an 

abstract form ideal for delivery by non-specialist staff who lack technical expertise in 

dance. However, in addition to contemporary, a few boys also did street dance, a 

heteronormative genre, but this too was delivered by female staff. 

 

 

This finding, of a continuing gendered division of labour within dance teaching 

ƛǎ ǊŜƳƛƴƛǎŎŜƴǘ ƻŦ tŀŜŎƘǘŜǊΩǎ ǊŜǎŜŀǊŎƘ ǊŜƎŀǊŘƛƴƎ ǘƘŜ ƳŀǎŎǳƭƛƴƛǎŀǘƛƻƴ ƻŦ ǘƘŜ tΦ9Φ 

curriculum. Drawing on Flintoff (1993), Paechter implicated teacher training as 

bearing some responsibility, arguing that: 

 
Despite co-education since 1976, gender divisions remain within some P.E. 
colleges, whose curricula have also undergone masculinisation in the face of 
male student resistance to aspects of the subject which they see as 
feminine, such as dance (Paechter, 2003c, p.54) 

 
 
 

 

My findings suggest that little has changed, and that despite a supposed softening of 

masculine identities, a key tenet of inclusive masculinity theory (Anderson, 2009), it 

appears that male P.E. teachers continue to shun teaching dance since it might 

transgress their άƭƛƳƛǘǎ ƻŦ ƳŀǎŎǳƭƛƴƛǘȅέ (Cann, 2014, p.17). In so doing, they 

reproduce the cultural discourses that pertain to dance and masculinity. 

 

 

Perhaps aware of ǘƘƛǎΣ ŀ ŦŜǿ ōƻȅǎ ǎǇƻƪŜ ƻŦ ǘƘŜƛǊ ǎŎƘƻƻƭǎΩ ŀǘǘŜƳǇǘǎ ǘƻ Ψǿƛƴ 

ƻǾŜǊΩ ǊŜƭǳŎǘŀƴǘ ōƻȅǎ ōȅ ŀǾƻƛŘƛƴƎ ǘƘŜ ƴƻǳƴ άŘŀƴŎŜέ ŀǘ ŀƭƭΣ ǎŜƳŀƴǘƛŎŀƭƭȅ ǊŜ-titling  
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it as άŀŜǊƻōƛŎǎέΣ άŀŎǊƻōŀǘƛŎǎέΣ άŦƛǘƴŜǎǎέ ƻǊ άƎȅƳƴŀǎǘƛŎǎέΦ {ƛƳƛƭŀǊƭȅΣ ŜǾŜƴ ǿƘŜƴ 

timetabled 

 

ŀǎ άŘŀƴŎŜέ there was no guarantee that it would be so according to Alec (13), who 

 

commented that, άƛǘ ǿŀǎ ǘƛƳŜǘŀōƭŜŘ ŀǎ ΨŘŀƴŎŜΩΣ ōǳǘ ƴƻǘ ǊŜŀƭƭȅΣ ƴƻǘ ǇǊƻǇŜǊ 

 

ŘŀƴŎŜΧƳƻǊŜ ŦƛǘƴŜǎǎ-ǊŜƭŀǘŜŘ ǎǘǳŦŦέ. Both strategies can be seen as clear appeals to 

 

recoup masculinity (Hansen, 1996) and/or heterosexuality (McCormack, 2012). 

 

Moreover, these heteromasculine tactics might be another illustration of how some 

 

ƳŀƭŜ tΦ9Φ ǘŜŀŎƘŜǊǎ ŘƛǎǘŀƴŎŜ ǘƘŜƳǎŜƭǾŜǎ ŦǊƻƳ ŘŀƴŎŜΦ Lƴ ǘƘƛǎ ƭƛƎƘǘΣ ŀƴŘ ǿƛǘƘ tŀŜŎƘǘŜǊΩǎ 

 

(2003c) research in mind, Winifred, a dance academic who trains P.E. teachers in 

 

dance, observed that some of her male P.E. trainee teachers: 

 

¢ŜƴŘ ǘƻ Ǝƻ ƛƴǘƻ ǘƘŜ ŦƛǘƴŜǎǎ ǎƛŘŜ ƻŦ ŘŀƴŎŜΧ ǘƘŜȅ ƘŀǘŜ ǘƘŜ ƳƻǊŜ ŀŜǎǘƘŜǘƛŎ 
type of dance - not all of them, but some of them. And so, they treat dance 
a bit like a fitness regime and they go into that side of it because that gives 
them more credibility as a male who has to teach dance. 

 
 
 

 

While this strategy could also reflect a lack of subject expertise and competence, it 

also enables some male teachers to resist embodying the more expressive aspects of 

ŘŀƴŎŜ ǿƘƛŎƘ ŀǊŜ ŎǳƭǘǳǊŀƭƭȅ ŎƻŘŜŘ ŀǎ ΨŦŜƳƛƴƛƴŜΩΦ !ǎƪŜŘ ƛŦ ǎƘŜ ǘƘƻǳƎƘǘ ǎƻƳŜ ƳŀƭŜ tΦ9Φ 

teachers were uncomfortable with the more creative, dynamic, choreographic 

aspects of dance, WinifrŜŘΣ ǊŜǇƭƛŜŘ άΧŀōǎƻƭǳǘŜƭȅΣ ǘƻǘŀƭƭȅ ƻǳǘ ƻŦ ǘƘŜƛǊ ŘŜǇǘƘΣ ȅŜǎέΦ 

Overall then, a troubling picture emerges of dance as an anxiety-inducing subject for 

some male pupils and their male teachers who continue to embody some tenets of 

ΨƻǊǘƘƻŘƻȄΩ ƳŀǎŎǳƭƛƴƛǘȅ ό!ƴŘŜǊǎƻn, 2009). Furthermore, against a backdrop of 

diminishing arts provision in schools, these findings suggest that dance as a 

curriculum subject continues to be marginalised and its content sometimes 

misappropriated. 
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To compound matters, (and as further evidence of its marginalisation) trainee 

 

secondary school P.E. teachers on a four-year course (incorporating an 

 

undergraduate degree and a teaching qualification) typically spend only a small 

 

fraction of their time on learning to dance and dance pedagogy. Winifred, who runs 

 

such a course at a high-ranking university commented: 

 

Our P.E. course is very well-regarded and highly rated. It attracts 400 or so 
applications per year for 100 places. We require a minimum of 2 A grades 
and 1 B in STEM subjects, but there is no specific requirement for practical 
experience in dance, or anything else for that matter. Therefore, most of our 
students are absolute beginners when it comes to dance and over the 4 years, 
all we provide is 16 hours of dance tuition - 10 in the first year and 6 in the 
ǎŜŎƻƴŘ ȅŜŀǊΦ мс ƘƻǳǊǎΣ ǘƘŀǘΩǎ ƛǘΦ ²Ŝ ŘƻƴΩǘ ŜǾŜƴ ǘƻǳŎƘ ŘŀƴŎŜ ƛƴ ȅŜŀǊǎ о ŀƴŘ п 
and students are not assessed on their competence in it, even in Years 1 and  
2. 5ŀƴŎŜ ƛǎ ǘƘŜ ǇƻƻǊ ǊŜƭŀǘƛƻƴ ǘƻ ǎǇƻǊǘΦ ²Ŝ ŎŀƴΩǘ Ǉroduce skilled dance 
practitioners ς ǿŜ ŘƻƴΩǘ ƘŀǾŜ ǎǳŦŦƛŎƛŜƴǘ ǘƛƳŜΦ 

 
 
 

 

The impact of this was noted by some boys. Where, for example, dance was on 

 

offer, either as a GCSE. course in its own right or as an option within GCSE. 
 

Physical Education, obtaining skilled guidance from staff was not always possible. 

 

According to the two participants who choose the latter option (P.E.), they instead 

 

relied on external help from their dance school teachers to choreograph their dance 

 

coursework. Bradley (18), for instance, commented of his male P.E. teacher: 

 

He just left me to it. He knew I danced outside of school and I had far more 
dance knowledge and experience than he had, so he was happy for me to 
work with my dance school teacher and put the coursework together, which 
ǿŜ ŘƛŘΦ IŜ ŘƛŘƴΩǘ ŜǾŜƴ ǎŜŜ ǘƘŜ ŎƻƳǇƭŜǘŜ ǇƛŜŎŜ ǳƴǘƛƭ ǘƘŜ Řŀȅ L ǇŜǊŦƻǊƳŜŘ ƛǘ ŦƻǊ 
the external moderator. But it was all good and I ended up getting an A* for 
it. 

 
 
 

 

While neither boy expressed dissatisfaction about this, such accounts are 

 

nonetheless concerning for a number of reasons. Bradley was sufficiently privileged 
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(financially at least) to access private-sector specialist dance training in order to 

 

maximise his achievement at GCSE. level. Clearly though, this is inequitable and 

 

serves to further widen the achievement gap between those who have the financial 

 

resources to fund extra tuition and those who do not (or choose not to do so). 

 

Moreover, in accordance with GCSE. examination regulations, responsibility for 

 

supervising the creation of practical coursework rests solely with the school who are 

 

ǊŜǉǳƛǊŜŘ ǘƻ ŎŜǊǘƛŦȅ ǘƘŀǘ ǘƘŜ ǿƻǊƪ ǎǳōƳƛǘǘŜŘ ŦƻǊ ŀǎǎŜǎǎƳŜƴǘ ƛǎ ǘƘŜ ŎŀƴŘƛŘŀǘŜΩǎ ƻǿƴ 

 

ǳƴŀƛŘŜŘ ǿƻǊƪΦ Lƴ .ǊŀŘƭŜȅΩǎ ŎŀǎŜ όŀƴŘ ǎƛƳƛƭŀǊύΣ ƛǘ ǿƻǳƭŘ ƘŀǾe been impossible for the 

 

school to certify this accurately since they would have been unaware of the extent 

 

ŀƴŘ ƴŀǘǳǊŜ ƻŦ ǘƘŜ ŘŀƴŎŜ ǘŜŀŎƘŜǊΩǎ ƛƴǇǳǘ ƛƴǘƻ ǘƘŜ ŎƻǳǊǎŜǿƻǊƪΦ ²ƘƛƭŜ ǘƘŜǊŜ ƛǎ ƴƻ 

 

suggestion of malpractice, we can nonetheless infer that Bradley was advantaged by 

 

the input from his dance teacher, and while this is not a new phenomenon, since 

 

many students of dance, drama and music often supplement their school provision 

 

with extra-curricular support, it remains a source of inequality in and beyond our 

 

schools, contributing to the achievement gap between differing socio-economic 
 

groups. 
 
 
 

 

Clearly though, not all boys were as fortunate as Bradley. Another participant, Reece 

 

(16), attended a school with plenty of dance provision but was precluded from 

 

studying it because it was limited to female pupils. He explained: 

 

There was a dance department, but you could only do dance if you were a 
ƎƛǊƭΤ ŘŀƴŎŜ ǿŀǎƴΩǘ ŀƴ ƻǇǘƛƻƴ ŦƻǊ ōƻȅǎΦ ¢Ƙƛǎ ŀǇǇƭƛŜŘ ǘƻ ƎŜƴŜǊŀƭ tΦ9Φ ƭŜǎǎƻƴǎ 
and to GCSE dance as well, because I remember thinking about choosing 
GCSE. P.E. and I wanted to do gymnastics, trampolining and dance within 
that, but they said no because dance was only offered to girls. So girls had to 
do dancing all the way through school and boys had to do football. 
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This policy, albeit exceptional, contravenes the principle of equality of opportunity, 

 

and while these findings suggest such gender discrimination was rare, other barriers 

 

to participation were found to be more prevalent. For instance, of the 26 secondary 

 

school age participants in this study, only four reported that GCSE. Dance was 
 

offered in their schools; excluding Reece (above), the remaining three boys opted to 

 

take the course, and all were taught by female teachers, only one of whom was a 

 

dance specialist. In secondary education then, it seems that, too often, masculinity 

 

and dance are positioned as antithetical and susceptible to a range of 

 

heteronormative boundary maintenance strategies. 
 
 
 

 

In this vein, a couple of boys described their male P.E. teachers as unsupportive of 

 

their dancing beyond school. George, for instance, recounted not only the 

 

masculinised P.E. curriculum at his single-sex independent school but his male P.E. 

 

ǘŜŀŎƘŜǊΩǎ ǊŜŀŎǘƛƻƴ to his choice of hobby: 

 

Int: What did you do in the PE lessons at your school? 

 

George: Ah, we did rugby, football, some cricket, tennis and health-related 
fitness, so all kinds of manly sports, yeah 

 

Int: Dance? 
 

George: No dance, no. 

 

Int: What about their reactions to your dancing? 

 

DŜƻǊƎŜΥ aƳƳΧǘƘŜȅ ŘƛŘƴΩǘ ƪƴƻǿ ŀǘ ǘƘŜ ōƻȅǎΩ ǎŎƘƻƻƭΦ L ǘƻƭŘ ƻƴŜ ǇŜǊǎƻƴ ŀƴŘ 
ǎǳǊǇǊƛǎƛƴƎƭȅ ƘŜ ƪŜǇǘ ƛǘ ǎŜŎǊŜǘ ŦƻǊ ǉǳƛǘŜ ŀ ōƛǘ ōǳǘ ǘƘŜƴΧ L ǘƻƭŘ ŀ ǘŜŀŎƘŜǊ ǘƘŜ 
ǊŜŀǎƻƴ ǘƘŀǘ L ŎƻǳƭŘƴΩǘ Řƻ ǎǿƛƳƳƛƴƎ ώŀǘ ŀ ǿŜŜƪŜƴŘ ǎǿƛƳƳƛƴƎ gala] was 
ōŜŎŀǳǎŜ L ƘŀŘ ŘŀƴŎŜ ƻƴ ǘƘŀǘ Řŀȅ ŀƴŘ ƘŜ ǿŀǎ ŀ ōƛǘΧ ƘŜ ǿŀǎƴΩǘ ǎƻ ƴƛŎŜ ŀōƻǳǘ 
ƛǘΧ ƘŜ ǿŀǎ ƭƛƪŜΣ άŘŀƴŎŜΚ ŘŀƴŎŜΚ ²ƘŀǘΚ ¢ƘŀǘΩǎ ƴƻǘ ŀ ƎƻƻŘ ŜƴƻǳƎƘ ǊŜŀǎƻƴ ƴƻǘ 
ǘƻ Řƻ ǎǿƛƳƳƛƴƎέΣ ŀƴŘ ǎƻ L ǘƘƻǳƎƘǘΣ άwƛƎƘǘΣ L ǿƻƴΩǘ ǘŜƭƭ ŀƴȅƻƴŜ ŜƭǎŜ ǘƘŜƴ ƛŦ 
the teacher is going iǎ ƎƻƛƴƎ ǘƻ ōŜ ƭƛƪŜ ǘƘŀǘΦέ 
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A more troubling example was that narrated by Daniel (16), who spoke of his P.E. 

 

ǘŜŀŎƘŜǊΩǎ ƻǳǘǊƛƎƘǘ Ƙƻǎǘƛƭƛǘȅ ǘƻ Ƙƛǎ ŘŀƴŎƛƴƎΦ IŜ ŜȄǇƭŀƛƴŜŘΥ 

 

My parents had to be involved, coming into the school to speak with him 
about it because he would humiliate me in front of everybody else because I 
ǿŀǎƴΩǘ ǇŀǊǘƛŎǳƭŀǊƭȅ ƛƴǘŜǊŜǎǘŜŘ ƛƴ Ŧƻƻǘōŀƭƭ ŀƴŘ ŎǊƛŎƪŜǘΦ L ƎǳŜǎǎ L ŘƛŘƴΩǘ ǘǊȅ ǘƘŀǘ 
hard at it. He would continually humiliate me in front of all the other boys 
and saȅΣ ά²Ƙȅ ŘƻƴΩǘ ȅƻǳ Ǝƻ ŀƴŘ ƳŀƪŜ ȅƻǳǊ ōŀƭƭǊƻƻƳ ŘǊŜǎǎŜǎΣ ƛŦ ǘƘŀǘΩǎ ǎƻ 
ƛƳǇƻǊǘŀƴǘ ǘƻ ȅƻǳΚέ {ƛƭƭȅ ǘƘƛƴƎǎ ƭƛƪŜ ǘƘŀǘΧ ǎƻ ȅŜŀƘΣ ǘƘŀǘ ǿŀǎƴΩǘ ƎƻƻŘΣ ōǳǘ ƛǘ 
was really only one particular teacher. But when you are getting bullied by 
other people in the school as well itΩǎ ƴƻǘ ŀ ƎǊŜŀǘ ŦŜŜƭƛƴƎΣ ƛǎ ƛǘΚ ¸ƻǳΩǾŜ Ǝƻǘ ǘƻ 
go to school and you are under threat of first being bullied by your peers and 
also your teachers. 

 
 
 

 

²ƘƛƭŜ 5ŀƴƛŜƭΩǎ ŀƴǘƛǇŀǘƘȅ ǘƻǿŀǊŘǎ ǎǇƻǊǘǎ ǇŜǊƘŀǇǎ ŜȄŀŎŜǊōŀǘŜŘ ǘƘŜ ǎƛǘǳŀǘƛƻƴΣ ǘƘƛǎ 

 

account is particularly problematic since it draws attention to the compounding 

 

effect of bullying from peers but also from teachers. Such discriminatory and 

 

oppressive behaviour is rare, (one hopes), but its presence does, nonetheless, 

 

suggest the longevity of a hyper-masculinised discourse that pervades the teaching 

 

ƻŦ ōƻȅǎΩ tΦ9 ŀƴŘ ƻƴŜ ǿƘƛŎƘ Ψƴƻƴ-ǎǇƻǊǘȅΩ ƳŀƭŜ ŘŀƴŎŜǊǎ Ƴŀȅ ŜȄǇŜǊƛŜƴŎŜ ŀŎǳǘŜƭȅΦ 
 
 
 

 

5.3.5 Dance at GCSE and Advanced level 

 

Earlier, I outlined the reasons for the marginal status of dance as a curriculum 

 

subject, and by implication those teachers and pupils who pursue it. Beyond this 

 

ƘƻǿŜǾŜǊΣ ǘƘŜ ŎǳǊǊŜƴǘ ƎƻǾŜǊƴƳŜƴǘΩǎ ƴŜƻƭƛōŜǊŀƭ ŜŘǳŎŀǘƛƻƴ ǇƻƭƛŎȅ Ƙŀǎ ŜȄŀŎŜǊōŀǘŜŘ 

 

matters, threatening the sustainability of dance along with other arts and creative 

 

subjects such as drama, media studies and music. As Myla, a dance policymaker 

 

commented: 
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Dance in schools is akin to an endangered species. Opportunities to dance 
within the curriculum are more limited than ever; they were never good, but 
ǘƘŜ ŎǳǊǊŜƴǘ ǎƛǘǳŀǘƛƻƴ ƛǎ ŘƛǊŜΦ LǘΩǎ ŎƭŜŀǊ ǘƘŀǘ ǘƘŜ ƎƻǾŜǊƴƳŜƴǘ ŘƻŜǎƴΩǘ ǎǳŦŦƛŎƛŜƴǘƭȅ 
ǾŀƭǳŜ ǘƘŜƛǊ ŀǊǘǎΣ ŀƴŘ ŎƘƛƭŘǊŜƴΣ ŜǎǇŜŎƛŀƭƭȅ ǘƘƻǎŜ ǿƘƻ ŎŀƴΩǘ ŀŦŦƻǊŘ 
supplementary arts provision outside of school, are losing out on the range of 
potentially transformative experiences, particularly those relating to personal 
growth and the development of creativity. 

 
 
 

 

Driving this shift in government priorities is a politically inspired discourse of 
 

education as a utilitarian commodity rather than a fundamental human right and an 

 

intrinsically enriching experience. The emphasis on, and push towards science, 

 

technology, engineering and maths (STEM) subjects has been accompanied by falling 

 

examination entries for arts subjects at GCSE and A Level for both male and female 
 

students. To illustrate, examination entry data for the period 2008 to 2018 

 

(obtained from the Assessment and Qualifications Alliance), the only awarding 

 

organisation to offer dance at GCSE. level and beyond, shows a 51.1% decrease in 

 

total entries for GCSE. dance with male entries decreasing by 36.8 % and females 

 

by 52.0 %. As expected, male candidates were in the minority during this period and 

 

represented between 5.7 % and 7.4 % of the total candidature. 
 
 
 

 

Declining numbers enrolling for GCSE. courses usually lead to a subsequent decline 

 

in entries at AS and Advanced level and so it has proved to be. At Advanced Level 

 

total entries from 2008 to 2018 declined by 31.9 %, with male entries falling by 33.0 

 

% compared with a fall of 31.9 % for female candidates. During this period, male 

candidates represented between 5.9 % and 8.2 % of the total candidature. More 

detailed statistical data relating to dance examination entries are contained in 

Appendix 5. 
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5.3.6 Enriching the dance curriculum 

 

As discussed above, boys have been left uninspired by their dance education in 

 

ǎŎƘƻƻƭǎΦ IƻǿŜǾŜǊΣ ǎƻƳŜ ǎŎƘƻƻƭǎ ƘŀǾŜ ŀǘǘŜƳǇǘŜŘ ǘƻ ŜƴǊƛŎƘ ǘƘŜƛǊ ŘŀƴŎŜ ΨƻŦŦŜǊΩ ōȅ 

 

organising workshops and performances from visiting companies or by arranging 
 

theatre trips. Nathan (14), spoke positively of the enrichment activities organised by 

 

his school but also of their subsequent curtailment from budget cuts and the 

 

consequent restriction in access to such cultural opportunities: 
 

My school is short of money and last year they stopped bringing in theatre 
and dance companies which was a pity because I liked them, and we did 
some good stuff with them. Sometimes school arranges trips to the theatre 
ōǳǘ ƛǘΩǎ ǳǎǳŀƭƭȅ ŦƻǊ Ǉƭŀȅǎ ǘƘŀǘ ŀǊŜ ōŜƛƴƎ ǎǘǳŘƛŜŘ ŦƻǊ ŜȄŀƳǎΧ ŀƭǘƘƻǳƎƘ ǿŜΩǾŜ 
ƘŀŘ ŀ ŦŜǿ ǘƻ ǘƘŜŀǘǊŜ ǘǊƛǇǎ ǘƻ ǎŜŜ ƳǳǎƛŎŀƭǎ ǘƻƻΧ ōǳǘ ƴƻǘ ƻƴŜ ǘƻ ǎŜŜ Ƨǳǎǘ ŀ 
dance production. But you can only go on them if you can afford it and not 
everyone can. 

 
 
 

 

Another participant, Owen, recalled a dance company visiting his school but with 

 

mixed results: 

 

I remember this dance company coming into school when I was in year seven 

and then again in year eight. There were three performers and one of them was 

a man. We did a workshop with them and then later they did performance. I 

think it was contemporary dance. I liked it, but a lot of the other lads just messed 

ŀǊƻǳƴŘΣ ŜǎǇŜŎƛŀƭƭȅ ƛƴ ǘƘŜ ǿƻǊƪǎƘƻǇΦ ¢ƘŜȅ Ƨǳǎǘ ŘƛŘƴΩǘ ǘǊȅ ŀƴŘ ǘƘŜǊŜ ǿŀǎ ŀ ƭƻǘ ƻŦ 

laughing and giggling. The guy dancer was quite funny, but it was a struggle for 

ƘƛƳ ōŜŎŀǳǎŜ ǘƘŜȅ ώǘƘŜ ōƻȅǎϐ ŘƛŘƴΩǘ ǘŀƪŜ ƛǘ ǎŜǊƛƻǳǎƭȅΦ ¢ƘŜȅ ǘƘƻǳƎƘǘ ƘŜ ǿŀǎ Ǝŀȅ 

ΧŎŀƭƭŜŘ ƘƛƳ ŀƭƭ ǎƻǊǘǎ ς ǉǳŜŜǊ ŀƴŘ ŀƭƭ ǘƘŀǘΧ 

 
 
 

 

Such a homophobic reaction further undermines the claims of inclusive masculinity 

 

in schools (McCormack, 2012). Furthermore, it reminds us of the limited efficacy of 

 

ǘƘŜ ƳŀƭŜ ΨǊƻƭŜ ƳƻŘŜƭΩ ŘƛǎŎƻǳǊǎŜ ƛƴ ƘƻƳƻǇƘƻōƛŎ ŀƴŘ ƘƻƳƻƘȅǎǘŜǊƛŎ ŜƴǾƛǊƻƴƳŜƴǘǎΦ 

 

However, a further perspective on school-based dance workshops was offered by 
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Adam, now a dance administrator, but until recently, a dance in education company 

 

artist. Skilled in delivering mixed-sex workshops, Adam recalled: 

 

The education side was really important, being able to inspire young people, 
ŜǎǇŜŎƛŀƭƭȅ ǘƘŜ ōƻȅǎΣ ǘƻ ŦŜŜƭ ƛǘΩǎ ƻƪŀȅ ǘƻ ŘŀƴŎŜΧ ŀƴŘ ǊŜŘǳŎŜ ǘƘŜ ǎǘƛƎƳŀ ŀōƻǳǘ 
ōƻȅǎ ŀƴŘ ŘŀƴŎŜΧΦ CƻǊ ǎƻƳŜ ƻŦ ǘƘŜƳ ƛǘ ǿŀǎ ŀ ǇƻǎƛǘƛǾŜ ŜȄǇŜǊƛŜƴŎŜ ǘƘŀǘ ƘŀŘ ŀ  
knock-ƻƴ ŜŦŦŜŎǘ ƻƴ ǘƘŜ ǊŜǎǘ ƻŦ ǘƘŜƛǊ ǎŎƘƻƻƭƛƴƎΧ Lǘ ǿŀǎƴΩǘ ǘƘŀǘ ŘŀƴŎŜ ǿŀǎ ŀ ōƛƎ 
healer and made them able to understand maths, but it gave them self-
confidence and some esteem perhaps in other subjects, and particularly so 
ǿƛǘƘ ǎƻƳŜ ƻŦ ǘƘŜ ōƻȅǎΦ Lǘ ǿŀǎ ƎǊŜŀǘ ǘƘŀǘΧ 

 

A major part of ethos was to pass on this art form and to inspire people to 
participate. We covered the whole age range from nursery schools upwards. 
Lǘ ǿŀǎ ōǊƛƭƭƛŀƴǘΧ ƛǘ ǿŀǎ ŦŀōΣ ōǳǘ ǿŜ ƘŀŘ ŀƴ Ŝŀǎȅ Ƨƻō ōŜŎŀǳǎŜ ǿŜ ǿŜǊŜ ΨƘƛǘ 
ŀƴŘ ǊǳƴΩΦ ²ŜΩŘ Ǝƻ ƛƴΣ ŘŜƭƛǾŜǊ ǘƘŜ ǿƻǊƪǎƘƻǇ ŀƴŘ ǘƘŜƴ ƭŜŀǾŜΦ 

 

{ƻƳŜǘƛƳŜǎ ȅƻǳΩŘ ƎŜǘ ǊŜŀƭ ǊŜǎƛǎǘŀƴŎŜ ŀƴŘ ǿŜΩŘ ǘǊȅ ŘƛŦŦŜǊŜƴǘ ǿŀȅǎ ǘƻ ƛƴǘŜǊŀŎǘ 
with each other. You could be devious in partnering them up, such as boy-girl 
circles. It would sometimes depend upon the schools as wellς ǿƘŜǘƘŜǊ ǘƘŜȅΩŘ 
any prior dance sessionsς and a lot of these workshops would be done in PE, 
so we were sometimes inheriting existing problems such as when a teacher 
had forced them into dancing boy and girl. 

 

!ŘŀƳΩǎ ƴŀǊǊŀǘƛǾŜ ŀƭǎƻ ŀƭƭǳŘŜǎ ǘƻ ǘƘŜ ŘƛŦŦƛŎǳƭǘƛŜǎ ǎƻƳŜǘƛƳŜǎ ŜƴŎƻǳƴǘŜǊŜŘ ƛƴ ŘƛǎƭƻŘƎƛƴƎ 

 

preconceived ideas about dance in particular, or gender relations more broadly, 

 

ŀǊƛǎƛƴƎ ŦǊƻƳ ǇǳǇƛƭǎΩ ƴŜƎŀǘƛve formative experiences. Although originally 

 

ŎƻƴŎŜǇǘǳŀƭƛǎŜŘ ōȅ WŀŎƪǎƻƴ όмфсуύΣ ŜȄǇƭƻǊƛƴƎ ǘƘŜ ΨƘƛŘŘŜƴ ŎǳǊǊƛŎǳƭǳƳΩ ƛƴ ŘŀƴŎŜ 

 

education can reveal complex issues of gender and sexualities according to Stinson, 

 

(2005), ones which often reinforce stereotypes in wider culture. To illustrate, as 

 

!ŘŀƳ ŀǘǘŜǎǘŜŘΣ ǎƻƳŜ ǎŎƘƻƻƭǎ ŀǊŜ ƛƴŎƭƛƴŜŘ ǘƻ ǇŀǊǘƴŜǊ ǇǳǇƛƭǎ ǿƛǘƘ ǘƘŜ ΨƻǇǇƻǎƛǘŜΩ ǎŜȄΣ 

 

thereby privileging heteronormativity whilst simultaneously marginalising other 

 

orientations. While such actions can be powerful deterrents, so alienating some 

 

youngsters from an activity, attempts to counter or resist such normativity can also 

 

be problematic, as evidenced by Keira, a specialist dance teacher who recounted: 
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I actually had a very difficult experience when I was teaching in a school, and 
it was the beginning of my career in 2011. We were doing contact work ς lifts  
- in a GCSE dance class. And sometimes, boys can feel a bit funny dancing 
ǿƛǘƘ ŀ ƎƛǊƭΣ ǎƻ L ǎŀƛŘΣ ά/ƘƻƻǎŜ ȅƻǳǊ ǇŀǊǘƴŜǊ ǎƻ you feel comfortable with 
ǘƘŜƳέΦ !ƴŘ ǘǿƻ ōƻȅǎ ƘŀǇǇŜƴŜŘ ǘƻ Ǝƻ ǘƻƎŜǘƘŜǊΣ ǎƻ ŦƛƴŜΦ !ƴŘ ǘƘŜƴΣ ŀŦǘŜǊ ǘƘŀǘΣ L 
ǿŀǎ ǘƻƭŘ ǘƘŀǘ ŀ ǇŀǊŜƴǘ ƘŀŘ ŀǊǊƛǾŜŘ ƛƴ ǊŜŎŜǇǘƛƻƴΧ ŀƴŘ ǎƘŜ ǎŀƛŘΣ άL ŘƻƴΩǘ ǿŀƴǘ 
my boy having these homo experiences. I hear the teacher is pushing them on 
ōƻȅǎΦέ 

 

!ƴŘ L ǿŀǎƴΩǘ ŀǘ ŀƭƭΦ L ǎƛƳǇƭȅ ŀǎƪŜŘ ǘƘŜƳ ǘƻ ŎƘƻƻǎŜ ǘƘŜƛǊ ƻǿƴ ǇŀǊǘƴŜǊΦ Lǘ ǿŀǎ 
an interesting experience because the boy in the class had no problem with it 
at all, he was enjoying the experience. I actually feel that the reason, really, 
was that he had possible gay tendencies and the mother had come into 
school that afternoon and she was going berserk about the fact that her boy 
was dancing with another boy. 

 

I did not enforce this partnership; I only gave them the opportunity to be as 
comfortable as possible. It was just an odd experience for me because he 
had been absolutely fine and afterwards, he asked to dance with the same 
ōƻȅ ŀƎŀƛƴ ŀƴŘ L ǎŀƛŘ ƴƻΦ ²Ƙŀǘ Ŏŀƴ ȅƻǳ ŘƻΚ /ƭŜŀǊƭȅΣ ƛǘΩǎ ǘƘŜ ǇŀǊŜƴǘǎ ǿƘƻ ƘŀǾŜ 
got some sort of dilemma, not the child. 

 

KeiǊŀΩǎ ŀŎŎƻǳƴǘ ǊŜƳƛƴŘǎ ǳǎ ǘƘŀǘ ƎŜƴŘŜǊ ǇƻƭƛŎƛƴƎ ŀƴŘ ƘƻƳƻǇƘƻōƛŀ Ŏŀƴ ƻǇŜǊŀǘŜ ōƻǘƘ 

 

ǿƛǘƘƛƴ ŀƴŘ ōŜȅƻƴŘ ǘƘŜ ǎŎƘƻƻƭ ƎŀǘŜΦ !ǎ ŀ ǘŜŀŎƘŜǊΣ ƘŜǊ ŀŎǉǳƛŜǎŎŜƴŎŜ ǘƻ ǘƘŜ ǇŀǊŜƴǘΩǎ 

 

wish is understandable though regrettable, since a valuable opportunity was missed 

 

to resist prejudice and tackle homophobia. However, such actions would require the 

 

support of school leaders and governors ς and this was not given to Keira. 
 
 
 

 

5.4 Summary 

 

Lƴ ǘƘƛǎ ŎƘŀǇǘŜǊ L ƘŀǾŜ ǇǊŜǎŜƴǘŜŘ ŀƴ ŀƴŀƭȅǎƛǎ ƻŦ ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻn 

 

and training in their dance schools and secondary schools, providing clear evidence  
 
of the discursive (re)production of gender therein, by boys who are subject to the  
 

               panoptic gaze of regulation, especially acute in their day schools. However, in 
 

their dance schools, boys reported positive mainly experiences, of inclusive 

 

communities offering them plenty of support for their endeavours. Some boys were 
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nonetheless aware of the privileges afforded to them because of their gender, such 

as being given prominent roles in public performances. A few felt it necessary to 

undertake gender boundary maintenance work by masculinising choreography 

previously regardeŘ ŀǎ ΨŦŜƳƛƴƛƴŜΩ ǘƻ ƳŀƪŜ ƛǘ άƪƛƴŘŀ ǎǘǊƻƴƎέ- a reminder of the 

continuing pervasiveness of gender essentialism. Relatedly, aware of transgressing 

ƎŜƴŘŜǊ ƴƻǊƳǎΣ ōƻȅǎΩ ǘƘǊƛƭƭ ƛƴ ǇŜǊŦƻǊƳƛƴƎ ŘŀƴŎŜ ƛƴ ǇǳōƭƛŎ ǿŀǎ ǎƻƳŜǘƛƳŜǎ ƳŀǊǊŜŘ ōȅ 

their desire for privacy or anonymity, an uneasy tension that permeated their life 

in and beyond the dance school. 

 

 

wŜƎŀǊŘƛƴƎ ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ŘŀƴŎŜ ƛƴ ǘƘŜƛǊ Řŀȅ ǎŎƘƻƻƭǎΣ ǘƘƛǎ ŎƘŀǇǘŜǊ Ƙŀǎ ŀǊƎǳŜŘ 

ǘƘŀǘ ǘƘŜ ŎǳǊǊŜƴǘ ǇƘƛƭƻǎƻǇƘȅ ƻŦ ŘŀƴŎŜ ƛƴ ŜŘǳŎŀǘƛƻƴΣ ǿƛǘƘ ƛǘǎ ŜƳǇƘŀǎƛǎ ƻƴ ΨǇǊƻŎŜǎǎΩ 

ratheǊ ǘƘŀƴ ΨǇǊƻŘǳŎǘΩΣ Ƙŀǎ ŦŀƛƭŜŘ ǘƻ ŜƴƎŀƎŜ Ƴƻǎǘ ōƻȅǎ όŀƴŘ ǇǊƻōŀōƭȅ ƎƛǊƭǎύ ǿƛǘƘ ǘƘŜ 

subject, despite some ill-conceived appeals to the heteronormative in schemes of 

work. More broadly, the position of dance as a marginal subject within the school 

curriculum has ŀƭǎƻ ōŜŜƴ ŎƻƴǎƛŘŜǊŜŘΣ ŀǎ ƘŀǾŜ ǘƘŜ ǇƻǘŜƴǘ ŜŦŦŜŎǘǎ ƻŦ ŀ ΨƘƛŘŘŜƴ 

ŎǳǊǊƛŎǳƭǳƳΩ όWŀŎƪǎƻƴΣ мфсуύΣ ǿƘƛŎƘ Ƙŀǎ ǎŜǊǾŜŘ ǘƻ ǊŜ-ƛƴǎŎǊƛōŜ ŘŀƴŎŜ ŀǎ ŀ ΨŦŜƳƛƴƛƴŜΩ 

pursuit. Consequently, my analysis suggests that dance is eschewed not only by 

many young male pupils, but also by some of their male P.E. teachers whose 

strategies to evade or negotiate their dance provision, were explored . The shortage 

of specialist dance teachers, irrespective of gender, was found to be problematic 

for many pupils; subsequently, some boys sought alternative tuition from their 

dance school. 
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Attempts by some schools to remediate the paucity of their dance provision, by 

arranging visits from dance artists/companies, were found to be equally 

problematic if they were underpinned by a questionable reliance on the value of 

ƳŀƭŜ ŘŀƴŎŜǊǎ ŀǎ ΨǊƻƭŜ ƳƻŘŜƭǎΩ ƻǊ ƛŦ ǎŎƘƻƻƭǎ ǿŜǊŜ ƘƻƳƻƘȅǎǘŜǊƛŎ ŀƴŘκƻǊ ƘƻƳƻǇƘƻōƛŎ 

ŜƴǾƛǊƻƴƳŜƴǘǎΦ ¢ƘŜ ǇǊƻǾƛǎƛƻƴ ƻŦ ǎŎƘƻƻƭ ǿƻǊƪǎƘƻǇǎ ƭŜŘ ōȅ ƳŀƭŜ Ψ5ŀƴŎŜ !ƳōŀǎǎŀŘƻǊǎΩΣ 

part of the ΨtǊƻƧŜŎǘ .Ω initiative from the Royal Academy of Dance (RAD), was 

critiqued for its gender essentialism and its reliance on outdated masculine tropes 

ǎǳŎƘ ŀǎ ΨǎǳǇŜǊƘŜǊƻŜǎΩ ŀƴŘ ƛǘǎ ƳŀǎŎǳƭƛƴƛǎǘ ŎƻƳǇŀǊƛǎƻƴ ōŜǘǿŜŜƴ ǎǇƻǊǘǎ ŀƴŘ ŘŀƴŎŜΣ 

both of which, I argued, were graphic illustrations of a άƳŀƪŜ ƛǘ ƳŀŎƘƻέ strategy 

όCƛǎƘŜǊΣ нллтύΦ 9ǉǳŀƭƭȅ ǘǊƻǳōƭƛƴƎ ǿŀǎ ǘƘŜ ŦƛƴŘƛƴƎ ǘƘŀǘ ƛƴ ƻƴŜ ƛƴǎǘŀƴŎŜΣ ŀ ǘŜŀŎƘŜǊΩǎ 

attempt to contest the dominant discourses around dance and masculinity, by 

allowing a same-sex (male) dance partnership, was abandoned in the face of 

parental opposition. 

 

 

In the next chapter I examine the negative consequences which, according to 

participants, arose from their identity as a male dancer, and pay particular regard to 

their lived experiences of bullying, marginalisation and stigmatisation in their 

ǎŜŎƻƴŘŀǊȅ ǎŎƘƻƻƭǎΦ ¢ƘŜ ǎǳōǎŜǉǳŜƴǘ ŎƘŀǇǘŜǊ ŀƴŀƭȅǎŜǎ ƴƻǘ ƻƴƭȅ ōƻȅǎΩ ǊŜǎǇƻƴǎŜǎ ǘƻ 

these experiences, but also explicates how they contest the dominant discourses 

ǘƘŀǘ ŎƻŘŜ ŘŀƴŎŜ ŀǎ ŀ ΨŦŜƳƛƴƛƴŜΩ ŀŎǘƛǾƛǘȅ ŀƴŘ ǘƘŜƳ ŀǎ ǎǳōƧŜŎǘ ǘƻ ŀ ƘƻƳƻǎŜȄual 

presumption. 
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Chapter 6 άhōǾƛƻǳǎƭȅΣ ȅƻǳ ƎŜǘ ŎŀƭƭŜŘ Ǝŀȅ ŀƭƭ ǘƘŜ ǘƛƳŜέ: consequences 
of being a male dancer at secondary school 

 
 
 

6.1 Introduction 

 

This chapter analyses and discusses the negative consequences that can flow from 

being a young male dancer. Numerous researchers (e.g. Quin, Frazer & Redding, 

2007; Blazy & Amstell, 2010; Lakes et al., 2016) have established that across a range 

of diverse populations (such as pre-school children, pregnant women and elderly 

citizens), there are many positive consequences arising from dance participation, 

including mental and physical fitness, as well as the acquisition of cultural and social 

capital. However, while these benefits are accepted and welcomed, the focus of this 

chapter is on the negative consequences which, according to participants, can arise 

from being a young male dancer. Secondary schools were found to be the prime site 

of oppression for male dancers, and so after a brief consideration of other contexts - 

dance school and home - ǘƘƛǎ ŎƘŀǇǘŜǊ ǿƛƭƭ ŦƻŎǳǎ ƻƴ ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƛƴ ǘƘŜƛǊ 

secondary schools. 

 
 
 

As discussed in Chapter Five, boys reported that, without exception, their dance 

schools were inclusive and safe spaces where they were welcomed and valued. No 

instances of bullying or homophobia were reported there. Any shortcomings, such 

as lack of dedicated male changing spaces, were not accorded much significance by 

participants whose emphasis instead was on the warm inter-personal relations they 

experienced and the quality of teaching they received. Any deficiencies in the latter, 

ǎǳŎƘ ŀǎ ǘƘŜ ƭŀŎƪ ƻŦ ΨƳŀǎŎǳƭƛƴŜΩ ŎƘƻǊŜƻƎǊŀǇƘȅΣ ƛŘŜƴǘƛŦƛŜŘ ōȅ ŀ ŦŜǿ ǇŀǊǘƛŎƛǇŀƴǘǎΣ ǿŜǊŜ 

not deemed significant enough to impact negatively on their experiences. 
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Similarly, at home, most boys enjoyed the support of their parents; mothers were 

ƎŜƴŜǊŀƭƭȅ ŜƴǘƘǳǎƛŀǎǘƛŎ ŀōƻǳǘ ǘƘŜƛǊ ǎƻƴΩǎ ŘŀƴŎƛƴƎ ŀƴŘ ǘƻƻƪ Ƴŀƴȅ ƻŦ ǘƘŜ ƳŀǘŜǊƴŀƭ 

normative labour roles such as transporting boys to and from dance school and 

making dance costumes and accessories. While most fathers were also supportive, 

the majority had less direct engagement with dance; for example, they visited dance 

schools less frequently than mothers did and saw fewer dance performances. A 

minority of fathers were, however, indifferent or hostile to dance and sought to 

distance or recuperate themselves from it ς discussed further in Chapter Seven. 

Despite this, most boys were satisfied with, and grateful for, the support they 

received from home, especially so if, as most did, they encountered negative 

consequences at secondary school. In view of this and generated from the interview 

data, two sorts of boys were identified - boys who danced openly (n=12) and those 

who danced in secret (n=14) - at least iniǘƛŀƭƭȅΣ ǳƴǘƛƭ ǘƘŜȅ ǿŜǊŜ ΨŦƻǳƴŘ ƻǳǘΩΦ 

 
 

 

сΦн ΨhǇŜƴΩ ŀƴŘ ΨǎŜŎǊŜǘΩ ŘŀƴŎŜǊǎ 
 
 
 

сΦнΦм ΨhǇŜƴΩ ŘŀƴŎŜǊǎ 

 

! ƪŜȅ ǘƘŜƳŜ ǘƻ ŜƳŜǊƎŜ ŦǊƻƳ ǘƘŜ Řŀǘŀ ǿŀǎ ǘƘŀǘ ƻŦ ōƻȅǎΩ ǊŜǎƛƭƛŜƴŎŜ ƛƴ ǎǳǎǘŀƛƴƛƴƎ ǘƘŜƛǊ 

interest in dance, irrespective of the gender normative forces exerted, particularly in 

their secondary schools. Boys who shared their decision to dance with relatives, 

ŦǊƛŜƴŘǎ ŀƴŘ ǎŎƘƻƻƭ ǇŜŜǊǎ L ƘŀǾŜ ǘŜǊƳŜŘ ΨƻǇŜƴ ŘŀƴŎŜǊǎΩΣ ŎƻƴǘǊŀǎǘƛƴƎ ǘƘŜƳ ōŜƭƻǿ ǿƛǘƘ 

ΨǎŜŎǊŜǘΩ ŘŀƴŎŜǊǎ - boys who opted to dance more furtively. However, within the 

ǘŜǊƳ ΨƻǇŜƴΩ ŘŀƴŎŜǊΩ L ŀƭǎƻ ƛƴŎƭǳŘŜ ŀ ŎƻǳǇƭŜ ƻŦ ōƻȅǎ ǿƘƻǎŜ ǇŀǊŜƴǘǎ ŎƘƻǎŜ ǘƻ ƳŀƪŜ 

ǘƘŜƛǊ ǎƻƴΩǎ ƛƴǘŜǊŜǎǘ ƛƴ ŘŀƴŎŜ ǇǳōƭƛŎ ƪƴƻǿƭŜŘƎŜΦ 
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CƻǊ ΨƻǇŜƴ ŘŀƴŎŜǊǎΩΣ ǘƘŜƛǊ ōƻƭŘŜǎǘ ŀŎǘ ƻŦ ǊŜǎƛǎǘŀƴŎŜ ǘƻ ǘƘŜ ŘƻƳƛƴŀƴǘ ŘƛǎŎƻǳǊǎŜǎ 

 

pertaining to dance and masculinity, was to share their identity as a male dancer 

 

with their school peers. 12 of the 26 participants did this (46%), while the remaining 

 

14 (54%) chose to dance in secret. Nonetheless, of the dozen boys who were open 

 

about their dancing, most adopted a low-key approach at school, responding to 

 

queries but not volunteering much information about their hobby. This response, 

 

from Caleb (14), was typical: 

 

²Ƙŀǘ L Řƻ ƻǳǘ ƻŦ ǎŎƘƻƻƭ ƛǎ ƴƻ ƻƴŜΩǎ ōǳǎƛƴŜǎǎ ōǳǘ ƳƛƴŜΦ !ƭǘƘƻǳƎƘ ǇŜƻǇƭŜ ŀǘ 
school know I danceΣ L ŘƻƴΩǘ ǳǎǳŀƭƭȅ ǘŀƭƪ ŀōƻǳǘ ƛǘΦ LŦ ǎƻƳŜƻƴŜ ŀǎƪǎ ƳŜΣ ǘƘŜƴ 
LΩƭƭ ŀƴǎǿŜǊΣ ōǳǘ L ŘƻƴΩǘ ǳǎǳŀƭƭȅ ǎǘŀǊǘ ŎƻƴǾŜǊǎŀǘƛƻƴǎ ŀōƻǳǘ ƛǘΦ 

 

/ŀƭŜōΩǎ ŜǾƛŘŜƴǘ ŘŜŦŜƴǎƛǾŜƴŜǎǎ ƛƭƭǳǎǘǊŀǘŜǎ ŀ ǘŜƴŘŜƴŎȅ ƴƻǘŜŘ ŀŎǊƻǎǎ Ƴƻǎǘ ƻŦ ǘƘŜ 

 

dataset whereby boys sought to compartmentalise their lives, segregating their 

 

school lives from their out of school existences. Thus, for many boys, their identity 

 

as a male dancer, whether open or in secret, was underplayed during their time in 

 

school. Such a tactic can be seen as a form of resistance or in the words of one 

 

parent, Judith, as άŀ ŎƻǇƛƴƎ ƳŜŎƘŀƴƛǎƳέ utilised by her son, Lucas, who άƭƛƪŜǎ ǘƻ 

 

ƪŜŜǇ Ƙƛǎ ǿƻǊƭŘǎ ǎŜǇŀǊŀǘŜέ. She added: 

 

IŜ ǿƻǳƭŘƴΩǘ ŀŎǘƛǾŜƭȅ Ǝƻ ƻǳǘ ǘƻ ǘŜƭƭ ǇŜƻǇƭŜ ǘƘŀǘ ƘŜ ǎǘŀǊǘŜŘ ŘŀƴŎƛƴƎΣ ōǳǘ ƛǘ 
ǿŀǎ ǎƻƳŜǘƘƛƴƎ ƘŜ ŘƛŘΧ ǇŜƻǇƭŜ ƪƴŜǿΣ ƘŜ ŘƛŘƴΩǘ ǘǊȅ ǘƻ ƘƛŘŜ ƛǘΣ ōǳǘ ƘŜ ŘƛŘƴΩǘ 
really think it was a public issue either, it was just something he did. 

 
 
 

 

By contrast however, two boys, Owen and Harry, were keen to publicise their 

 

interest and success in dance with others at school: 

 

Int: At school, did you volunteer information about your dancing? 

 

Owen: Yes, I was proud of it; I was extremely proud of it. It was the focal 
Ǉƻƛƴǘ ƻŦ Ƴȅ ƭƛŦŜ ŀǘ ǘƘŜ ǘƛƳŜΧ ǎƻ ȅŜŀƘΣ L ǿŀǎ ǇǊŜǘǘȅ ǇǊƻǳŘ ŀƴŘ ƻǇŜƴ ŀōƻǳǘ ƛǘΦ 
L ŘƛŘƴΩǘ ŦŜŜƭ ŀƴȅ ǊŜƳƻǊǎŜ ƛƴ ǘŜƭƭƛƴƎ Ǉeople and that was both primary and 
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secondary school. It was more advertised by my mum and the teachers at 
Ƴȅ ǇǊƛƳŀǊȅ ǎŎƘƻƻƭ ōŜŎŀǳǎŜ L ŘƛŘƴΩǘ ƘŀǾŜ ŀ ƭƻǘ ƻŦ ŎƻƴŦƛŘŜƴŎŜ ǊƛƎƘǘ ǘƘŜƴΣ ōǳǘ 
then I got in year seven and year eight and I was still a quiet person, but I 
was still proud of my talents and so were other people. Other people had 
ǘŀƭŜƴǘǎ ŀƴŘ L ǘƘƻǳƎƘǘΣ ǿƘȅ ƴƻǘ ƳŜΚ ²Ƙȅ ŎŀƴΩǘ L ƴƻǘ ǎƘŀǊŜ Ƴȅ ǘŀƭŜƴǘǎ ǿƛǘƘ 
other people, and therefore I told people. 

 

Owen is a particularly interesting ŎŀǎŜ ǎƛƴŎŜΣ ŀǎ ƻƴŜ ƻŦ ǘƘŜ Ƴƻǎǘ ΨǾƛǎƛōƭŜΩ ŘŀƴŎŜǊǎ ƛƴ 

 

this study, he also recounted suffering severe bullying which necessitated him 

 

changing secondary schools on two occasions. While it is unclear if there is a causal 

 

relationship here, Owen (and also his stepfather who was a participant in the study), 

 

did not associate these factors. Both exhibited a determination for Owen to dance 

 

openly, without fear of recriminations and neither expressed any regret at this 

 

decision. So how did Owen account for the bullying? He explained: 

 

I was more popular. I was more popular than them - simple as that. I had more 

popularity and I could do more with myself. I was more successful than them. 

And some of these people were my primary school mates. They had been loyal 

friends to me in years five and six, but when we switched over to secondary 

ǎŎƘƻƻƭΣ ǘƘŜȅ ƳŜǘ ƴŜǿ ǇŜƻǇƭŜ ŀƴŘ ǘƘŀǘ ǿŀǎ ƛǘΧ ƛǘ ǿŀǎ ƘŜƭƭŦƛǊŜΦ 

 

Owen, academically strong as well as being a talented dancer, hints that some of his 

 

peers were jealous of his achievements and concomitant popularity. This is a familiar 

 

ƴŀǊǊŀǘƛǾŜ ǳǎŜŘ ōȅ ȅƻǳƴƎ ǇŜƻǇƭŜ ǿƘƻ ŀǊŜ ōǳƭƭƛŜŘ ŦƻǊ ōŜƛƴƎ ΨǎǿƻǘǎΩ ŀŎŎƻǊŘƛƴƎ ǘƻ 

 

Jackson (2006b) since it disrupts the άǳƴŎƻƻƭ ǘƻ ǿƻǊƪέ discourse prevalent in some 

 

schools. Bullying, as an ŀǎǇŜŎǘ ƻŦ ΨƭŀŘŘƛǎƘΩ ōŜƘŀǾƛƻǳǊ Ŏŀƴ ƴƻǘ ƻƴƭȅ ƳŀƪŜ ǇŜǊǇŜǘǊŀǘƻǊǎ 

 

ǎŜŜƳ ΨŎƻƻƭΩ ōǳǘ ƛǘ Ŏŀƴ ŀƭǎƻ ōŜ ŀ ǊŜǎǇƻƴǎŜ ǘƻ ǘƘŜƛǊ άŦŜŀǊ ƻŦ ŦŀƛƭǳǊŜά since it can make 

 

students seem unbothered about failing, and so if they do fail, it will not look bad for 

 

them (Jackson, 2006b). In a similar vein, Frosh et al., (2002) found that few 

 

boys were able to be both popular and academically successful since conscientious 

 

ōƻȅǎ ǿŜǊŜ ƻŦǘŜƴ ƭŀōŜƭƭŜŘ ŀǎ ΨŦŜƳƛƴƛƴŜΩ ƻǊ ΨƎŀȅΩ ς a problematic and resonant finding 
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for young male dancers such as Owen who have a strong work ethic and successful 

 

record of academic attainment. 
 
 
 

 

Equally, the other participant, Harry (11), was also not afraid to share his passion for 

 

dance, but exceptionally among the boys interviewed, this extended to Harry being a 

 

highly visible, embodied dancer. He accomplished this by wearing dance uniform 

 

outside of the dance school, in public places such as in supermarkets or while 

 

walking to and from the dance school. Harry spoke of wearing ballet tights in public, 

 

explaining: 

 

Sometimes I walk down to the dance centre from up the hill wearing them [ 
ōŀƭƭŜǘ ǘƛƎƘǘǎϐ ŀƴŘ ƛŦ ǇŜƻǇƭŜ ƭƻƻƪ ŀǘ ȅƻǳ ŀƴŘ ǎǘŀǊŜ ŀƴŘ ǎŀȅΣ ά²Ƙŀǘ ǘƘŜ ƘŜƭƭ ŀǊŜ 
ȅƻǳ ŘƻƛƴƎΚέΣ L Ƨǳǎǘ ǎŀȅΣ άLΩƳ ǿŜŀǊƛƴƎ ǘƛƎƘǘǎέ ōŜŎŀǳǎŜ ǘƘŀǘΩǎ ǘƘŜ ǘǊǳǘƘΣ ōŜŎŀǳǎŜ 
I am going to ballet. 

 

! ƳŜƳōŜǊ ƻŦ ǘƘŜ Ψ.ƛƭƭȅ 9ƭƭƛƻǘΩ Ŏŀǎǘ ƛƴ ǘƘŜ ŀŎŎƭŀƛƳŜŘ ƳǳǎƛŎŀƭ ǇǊƻŘǳŎǘƛƻƴΣ IŀǊǊȅΩǎ 

 

behaviour was grounded in a mature self-confidence which stemmed, at least in 

 

part, from being a successful and relatively well-known performer. When 
 

interviewed, his father, Peter, commented: 

 

IŜ ώIŀǊǊȅϐ ŘƻŜǎƴΩǘ ŎŀǊŜ ŀōƻǳǘ ƻǘƘŜǊ ǇŜƻǇƭŜΩǎ ƻǇƛƴƛƻƴǎΦ IŜ ǘŀƪŜǎ Ƙƛǎ ǘƛƳŜ ŀƴŘ 
ŘŜŎƛŘŜǎ ǿƘƻ ƘŜ ƭƛƪŜǎΣ ǿƘƻ ƛǎ ƎƻƛƴƎ ǘƻ ōŜ ŦǊƛŜƴŘǎ ǿƛǘƘΣ ŀƴŘ ƘŜ ŘƻŜǎƴΩǘ ƭƻǎŜ 
any sleep over ǇŜƻǇƭŜ ǿƘƻ ŘƻƴΩǘ ƴŜŎŜǎǎŀǊƛƭȅ ƭƛƪŜ ƘƛƳΦ IŜΩǎ ƴƻǘ ōƻǘƘŜǊŜŘ 
ŀōƻǳǘ ǘƘŜƳΣ ƘŜ ƛǎƴΩǘ ƛƴǘŜǊŜǎǘŜŘ ƛƴ ƻǘƘŜǊ ǇŜƻǇƭŜΩǎ ƻǇƛƴƛƻƴǎ ƻƴ ƘƛƳ ŀƴŘ ƘŜ 
ŘƻŜǎƴΩǘ ƭŜǘ ǘƘŜƳ ŀŦŦŜŎǘ ƘƛƳΣ L ŘƻƴΩǘ ǘƘƛƴƪΦ  
IŜΩǎ ǉǳƛǘŜ ƘŀǇǇȅ ōŜƛƴƎ ǇƛŎƪŜŘ ǳǇ ŦǊƻƳ ǘƘŜ ŘŀƴŎŜ ŎŜƴǘǊŜ ŀƴŘ ƎƻƛƴƎ ƻǳǘ ǘƻ 
Asda wearing his ballet tights and his ballet shoes, and while we are getting 
the shopping, he will find an empty aisle and go pirouetting down it - he is not 
bothered. 

 

5ŜǎǇƛǘŜ IŀǊǊȅΩǎ ŎƻƴŦƛŘŜƴǘ ŎƻƴǘŜǎǘŀǘƛƻƴ ƻŦ ǘƘŜ ŘƻƳƛƴŀƴǘ ŘƛǎŎƻǳǊǎŜǎΣ Ƙƛǎ ǇŀǊŜƴǘǎ ǿŜǊŜ 

 

acutely aware of the potentially difficult transition Harry might face when moving 
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from primary to secondary school. Having been bullied at the former, they visited 

 

Ƙƛǎ ƛƴǘŜƴŘŜŘ ǎŜŎƻƴŘŀǊȅ ǎŎƘƻƻƭ ǘƻ ŀƛǊ ǘƘŜƛǊ ŎƻƴŎŜǊƴǎΦ IŀǊǊȅΩǎ ŦŀǘƘŜǊΣ tŜǘer, explained: 

 

²Ŝ ŀŎǘǳŀƭƭȅ ƘŀŘ ŀ ƳŜŜǘƛƴƎ ǿƛǘƘ ǘƘŜ ƘƛƎƘ ǎŎƘƻƻƭ ŀƴŘ ōŀǎƛŎŀƭƭȅ ǎŀƛŘΣ ά[ƻƻƪΣ ƘŜ ƛǎ 

ŀ ōƻȅ ǿƘƻ ŘŀƴŎŜǎΣ ƘŜΩǎ ōŜŜƴ ǎǳŎŎŜǎǎŦǳƭΣ ƘŜΩǎ ƎƻƛƴƎ ǘƻ ŎƻƳŜ ōŀŎƪ ǘƻ ǎŎƘƻƻƭ 

Χ ǿŜΩǾŜ ƘŀŘ ŀ ǘŀƭƪ ǿƛǘƘ IŀǊǊȅ ŀōƻǳǘ ǘƘŜ ōǳƭƭȅƛƴƎ ŀƴŘ ƴƻǘ ǘƻ ŀŎŎŜǇǘ ƛǘ ŀƴŘ 
who he ǎƘƻǳƭŘ ǎǇŜŀƪ ǘƻ ŀƴŘ ǿŜ ŜȄǇŜŎǘ ǘƘŜ ǎŎƘƻƻƭ ǘƻ Řƻ ǘƘŜ ǎŀƳŜέΦ !ƴŘ ǘƘŜȅ 
ǎŀƛŘΣ ά!ōǎƻƭǳǘŜƭȅΣ ǿŜ ƘŀǾŜ ŀ ȊŜǊƻ-ǘƻƭŜǊŀƴŎŜ ōƭŀƘΣ ōƭŀƘΣ ōƭŀƘΧΦέ ²Ŝ ǎŀƛŘΣ ά²Ŝ 
ŀǇǇǊŜŎƛŀǘŜ ǘƘŀǘΣ ōǳǘ Ƨǳǎǘ ǘƻ ƭŜǘ ȅƻǳ ƪƴƻǿΣ ǿŜΩǊŜ ƎƻƛƴƎ ǘƻ ōŜ ǾŜǊȅ ǾƛƎƛƭŀƴǘ ƛƴ 
ƭƻƻƪƛƴƎ ŀŦǘŜǊ ƘƛƳΦέ 

 

This pro-actiǾŜ ǎǘŀƴŎŜ ōȅ IŀǊǊȅΩǎ ǇŀǊŜƴǘǎ ǿŀǎ ŦƻǳƴŘ ǘƻ ōŜ ŜȄŎŜǇǘƛƻƴŀƭ ŀƳƻƴƎ ǘƘŜ 

 

dataset. While some parents were aware their child could be at risk of bullying, they 

 

nonetheless trusted the schools to safeguard their children. Subsequently, most 

 

parental interventions were found to be reactive and were instigated only if parents 

 

were concerned with how the school had dealt with, or failed to address, incidences 

 

of bullying. 
 
 
 

 

tŀǊŜƴǘŀƭ ŎƻƴŎŜǊƴ ŦƻǊ ǘƘŜƛǊ ǎƻƴǎ ǿŀǎ ŦƻǳƴŘ ǘƻ ōŜ ƳŀǘŎƘŜŘ ōȅ ǇǊƛŘŜ ƛƴ ǘƘŜƛǊ ƻŦŦǎǇǊƛƴƎΩǎ 

 

aŎƘƛŜǾŜƳŜƴǘǎΣ ōǳǘ ǘƘƛǎ ǿŀǎ ǎƻƳŜǘƛƳŜǎ ŘŜǘǊƛƳŜƴǘŀƭ ǘƻ ōƻȅǎΩ ǿŜƭƭōŜƛƴƎΦ wƻƎŜǊΣ ǿƘƻ 

 

unlike Harry above, danced in secret initially, recounted the point at which his 

 

mother, a teacher at his primary school, άōŜƎŀƴ ǘƻ ƳŀƪŜ ƭƛŦŜ ƘŀǊŘŜǊέ for him by 
 

taking his dance medals into school to be presented in school assembly. By failing to 

 

ǊŜǎǇŜŎǘ ƘŜǊ ǎƻƴΩǎ ǿƛǎƘ ǘƻ ŘŀƴŎŜ ŀƴƻƴȅƳƻǳǎƭȅΣ wƻƎŜǊ ǘƘŜƴ ŦŜƭƭ ǾƛŎǘƛƳ ǘƻ ōǳƭƭȅƛƴƎΦ 

 

Now aged 16, he reflected: 

 

Lƴ ǇǊƛƳŀǊȅ ǎŎƘƻƻƭ Χ Ƴȅ ƳǳƳΣ ǿƘƻ ǿƻǊƪŜŘ ŀǘ ǘƘŜ ǎŎƘƻƻƭΣ ǳǎŜŘ ǘƻ ǘŀƪŜ in all my 

dance medals which I got from doing festivals and exams and stuff. I used to be 

very proud of those and then I started receiving all this hate and so I said, 

άtƭŜŀǎŜ ŘƻƴΩǘ Řƻ ǘƘƛǎΣ ƳǳƳΣέ ōŜŎŀǳǎŜ L ƪƴŜǿ ǿƘŜƴ L ƭŜŦǘ ǘƘŀǘ ŀǎǎŜƳōƭȅΣ LΩŘ Ƨǳǎǘ 

get teasŜŘ ƻǊ ǿƘŀǘŜǾŜǊΧ L ǊŜŎŜƛǾŜŘ ǉǳƛǘŜ ŀ ƭƻǘ ƻŦ ǎǘƛŎƪ ŦƻǊ ǿƘŀǘ L ŘƛŘΦ 

 
 
 

 

184 



This example suggests that the exercise of parental power over children is not 

 

always benign, robbing children like Roger of their agency to dance on their own 

 

terms ς in secret. Similarly, Gareth (14), commented with some poignancy about 

 

what prompted the onset of his bullying, explaining that his ά ŦǊƛŜƴŘǎ ŘƛŘƴϥǘ ƪƴƻǿ 

 

about my dancing until I had done some competitions and won some medals there, 

 

and my mum ǎŀƛŘ ǎƻƳŜǘƘƛƴƎ ǘƻ ŀ ŦǊƛŜƴŘΩǎ ƳǳƳ ŀƴŘ ǘƘŜƴΧ ȅŜŀƘΧ ƛǘ ǿŀǎ ŀƭƭ ƻǾŜǊέ 

 

While my data suggests such parental behaviours were rare, their deleterious effects 

 

were confirmed by Margaret, a dance teacher, who commented on the minority of 

 

parents who ignore their ŎƘƛƭŘΩǎ ǿƛǎƘŜǎ ǘƻ ƛƴǎƛǎǘ ƻƴ ǇǳōƭƛŎ ŀǇǇǊƻōŀǘƛƻƴΥ 

 

LΩƳ ǎǳǊŜ Ƴƻǎǘ ǘŜŀŎƘŜǊǎ ǿƛƭƭ ǘŜƭƭ ȅƻǳ ƻŦ ǘƘŜƛǊ ŜȄǇŜǊƛŜƴŎŜǎ ǿƛǘƘ ΨǇǳǎƘȅΩ ƳƻǘƘŜǊǎΦ 
¢ƘŜȅΩǊŜ ƘƛƎƘƭȅ ŀƳōƛǘƛƻǳǎ ŦƻǊ ǘƘŜƛǊ ŎƘƛƭŘǊŜƴ ŀƴŘ ǿŀƴǘ ǘƘŜƳ ǘƻ ōŜ ǎǳŎŎŜǎǎŦǳƭΣ 
famous performers. They think their child is the best and are ultra-competitive 
and proud of them, and they want everyone to know about it. Of course, 
ōŜŎŀǳǎŜ ƻŦ ƴǳƳōŜǊǎΣ ǿŜ ŘƻƴΩǘ ǎŜŜ ƛǘ ǿƛǘƘ ƳƻǘƘŜǊǎ ŀƴŘ ǘƘŜƛǊ ǎƻƴǎ ŀǎ ƳǳŎƘ ŀǎ 
ǿŜ ǎŜŜ ƛǘ ǿƛǘƘ ƳƻǘƘŜǊǎ ŀƴŘ ǘƘŜƛǊ ŘŀǳƎƘǘŜǊǎΣ ōǳǘ ǘƘŜȅ Řƻ ŜȄƛǎǘΦ L ǘƘƛƴƪ ǘƘŜȅΩǊŜ 
often living their life vicariously through their child and they can be hard work 
to deal with. 

 

²Ŝ ŘƻƴΩǘ ǳǎǳŀƭƭȅ ǎŜŜ ΨǇǳǎƘȅΩ ŘŀŘǎΣ ōǳǘ ǘƘŜǊŜ ŀƎŀƛƴ ǿŜ ŘƻƴΩǘ ǎŜŜ Ƴƻǎǘ ŘŀŘǎ ŀǘ 
ŀƭƭΦ .ǳǘ ǘƘŜ ƳƻǘƘŜǊǎ Χ ƻƘ ȅŜŀƘΣ ǿƘŀǘ ŀ ƴƛƎƘǘƳŀǊŜ ǎƻƳŜ Ŏŀƴ ōŜ ΧŘŜƳŀƴŘƛƴƎ 
extra lessons or solo spots in shows or duets with the best partners ... We 
ŘƻƴΩǘ ƘŀǾŜ ƳŀƴȅΣ ōǳǘ ǘƘŜȅ Ŏŀƴ ōŜ ŘŀƴƎŜǊƻǳǎΦ !ƴŘ ǘƘŜ ƛǊƻƴȅ ƛǎ ǘƘŀǘ ǘƘŜƛǊ 
efforts can be counterproductive. Children become targets for bullies, or they 
can become stressed, embarrassed, demotiǾŀǘŜŘ ƻǊ ƛǎƻƭŀǘŜŘ ōȅ ǘƘŜƛǊ ǇŀǊŜƴǘΩǎ 
behaviour and they give up their dancing. And then everyone loses. 

 
 
 

 

сΦнΦн Ψ{ŜŎǊŜǘΩ ŘŀƴŎŜǊǎ 

 

While all of the male dancers were aware of, and sensitive towards, the dominant 

 

discourses pertaining to dance and masculinity, nowhere was this more clearly 

 

illustrated than by the 14 boys who opted to dance in secret (at least initially). I 

 

wished to establish if this was motivated by homohysteria (a fear of being thought 
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gay), or were there other factors in play? As I discuss in Chapter Seven, irrespective 

 

of their sexuality, once boys were known to be dancers they expected to be thought 

 

gay, (such is the pervasiveness of the discourse that conflates male dancers with 

 

femininity and homosexuality). However, my analysis indicates that they were not 
 

ŀŦǊŀƛŘ ƻŦ ōŜƛƴƎ ǘƘƻǳƎƘǘ Ǝŀȅ ǇŜǊ ǎŜΣ ƻǊ ǘƻ ǳǎŜ !ƴŘŜǊǎƻƴΩǎ ǘŜǊƳΣ ǘƘŜȅ ǿŜǊŜ ƴƻǘ 

 

άƘƻƳƻƘȅǎǘŜǊƛŎέ ό!ƴŘŜǊǎƻƴΣ нллфύΦ LƴŘŜŜŘΣ ǘƘŜ ƘŜǘŜǊƻǎŜȄǳŀƭ ȅƻǳƴƎ ŘŀƴŎŜǊǎ ǿŜǊŜ 

 

themselves exemplaǊǎ ƻŦ !ƴŘŜǊǎƻƴΩǎ ƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅ ς open, diverse and pro- 
 

gay. 
 
 
 

 

So why the secrecy? My analysis suggests that these boys were fearful of being 

 

stigmatised in their secondary schools since this could give rise to bullying, 

 

sometimes homophobic in nature. In sum then, I found that while the young male 

 

dancers were inclusive, most of their secondary schools were not. Thus, only close 

 

ŦŀƳƛƭȅ ƪƴŜǿ ƻŦ ǘƘŜƛǊ ŘŜŎƛǎƛƻƴ ǘƻ ǎǘŀǊǘ ŘŀƴŎŜ ǘǊŀƛƴƛƴƎΦ !ǎ DŜƻǊƎŜ όмоύΣ ŜȄǇƭŀƛƴŜŘΣ άL 

 

ŘƛŘƴΩǘ ǘŜƭƭ ŀƴȅ ŦǊƛŜƴŘǎ ǿƘŜƴ L ǎǘŀǊǘŜŘ ΨŎƻǎ L ƪƴŜǿ ƛǘ ǿƻǳƭŘ Ǝƻ ŀǊƻǳƴŘ ǎŎƘƻƻƭ ŀƴŘ L ǿŀǎ 

 

ŀ ōƛǘ ǎŎŀǊŜŘ ǘƘŀǘ LΩŘ ƎŜǘ ǘƘŜ ƳƛŎƪ ǘŀƪŜƴ ƻǳǘ ƻŦ ƳŜΣ ǎƻ ƛǘ ǿŀǎ ƪƛƴŘ ƻŦ Ƨǳǎǘ ǿƛǘƘ ŦŀƳƛƭȅ 

 

ŦƻǊ ŀ ōƛǘέΦ 
 
 
 

 

Similarly, asked to explain his reasons for secrecy, another participant, Gareth (14), 

 

recounted: 
 

¸ŜŀƘΣ L ƪŜǇǘ ƛǘ ŀ ǎŜŎǊŜǘΣ ōŜŎŀǳǎŜ ǇŜƻǇƭŜ ǎǘƛƭƭ ǘƘƛƴƪ ƛǘϥǎ ŀ ƎƛǊƭǎΩ ǎǇƻǊǘΦ Lǘ ǿŀǎ 
quite funny that I was the only male dancer in my schools, at both primary 
and high school. So, people would picture me as a really different guy, not a 
normal guy. I studied in a single sex high school, so it was all guys next to 
me and I was the only one who did dance. 
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hǾŜǊŀƭƭ ǘƘŜƴΣ L ŦƻǳƴŘ ǘƘŀǘ ōƻȅǎΩ ƎŜƴŜǊŀƭ ŘŜǎƛǊŜ ŦƻǊ ǎŜŎǊŜŎȅ ǿŀǎ ƳƻǘƛǾŀǘŜŘ ōȅ ŀ ŘŜǎƛǊŜ 

 

ƴƻǘ ǘƻ ŜȄŎŜŜŘ ǘƘŜ άƭƛƳƛǘǎ ƻŦ ƳŀǎŎǳƭƛƴƛǘȅέ ό/ŀƴƴΣ нлмпύΣ ŀƴŘ ŀ ŦŜŀǊ ƻŦ ǘƘŜ 

 

ŎƻƴǎŜǉǳŜƴŎŜǎ ǎƘƻǳƭŘ ƻƴŜ ōŜ ΨŦƻǳƴŘ ƻǳǘΩΦ !ǎ ǎǳŎƘΣ ǘƘŜǎŜ ōŜƘŀǾƛƻǳǊǎ ǎǳƎƎŜǎǘ ǘƘŀǘ 

 

ǘƘŜǎŜ ōƻȅǎ Řƻ ƴƻǘ ƛƴƘŀōƛǘ ŀ ŎǳƭǘǳǊŜ ƻŦ άƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅέ ό!ƴŘŜǊǎƻƴΣ нллфύ 

 

within their local school communities of masculinity practices (Lave & Wenger, 

 

1991; Paechter, 2003b, 2006b). 
 
 
 

 

CƻǊ ΨǎŜŎǊŜǘΩ ŘŀƴŎŜǊǎΣ ǘƘŜ ŦŜŀǊ ŀƴŘ Ǌƛǎƪ ƻŦ ōŜƛƴƎ ΨŦƻǳƴŘ ƻǳǘΩ ŀǘǘŜƴŘƛƴƎ ŀ ŘŀƴŎŜ ǎŎƘƻƻƭ 

 

was clearly understood according to Charlie (16), since άȅƻǳ ŎƻǳƭŘ ŦƛƴŘ ȅƻǳǊǎŜƭŦ ƛƴ ŀ 

 

ŘŀƴŎŜ Ŏƭŀǎǎ ǿƛǘƘ ǇŜƻǇƭŜ ŦǊƻƳ ȅƻǳǊ ǎŎƘƻƻƭ ŀƴŘ ȅƻǳ ŘƻƴΩǘ ƪƴƻǿ ǿƘŀǘ ǘƘŜȅΩƭƭ Řƻ ƻǊ ǎŀȅ 

 

ŀŦǘŜǊǿŀǊŘǎέ. Indeed, the 14 boys who danced secretly were unable to sustain their 

 

secret, but time frames differed from a few days to, exceptionally in one case, five 

 

years. Significantly, the participants did not ascribe malicious motives to these 

 

disclosures, which, in all cases bar one, came from girls who were pupils at the same 

 

dance school. In the words of one participant, Caleb (14): 

 

It was going to happen anyway. It was just a case of when, not if. People talk, 
and soon it was all round school that someone had seen me at a dance class. 
¢ƘŜ ƎƛǊƭǎ ŘƛŘƴΩǘ ōƻǘƘŜǊΤ ǎƻƳŜ ƻŦ them were pleased, but the idiotic lads had a 
go at me. It was from the footy lads and I never got on with them anyway 
ŀƴŘ ǘƘŜȅ ŘƛŘƴΩǘ ƭƛƪŜ ƳŜΦ L ŘƛŘƴΩǘ ǊƛǎŜ ǘƻ ƛǘ ς ǿŜƭƭ ŀǘ ƭŜŀǎǘΣ L ŘƛŘƴΩǘ ƭŜǘ ƛǘ ǎƘƻǿΦ L 
did get hacked off and it made me wonder about going back to dancing. But I 
really liked it. I felt comfortable there, so it was worth the stick. 

 
 
 

 

²ƘƛƭŜ ōƻȅǎΩ ŘŜǎƛǊŜ ǘƻ ŘŀƴŎŜ ƛƴ ǎŜŎǊŜǘ ǿŀǎ ǳƴŘŜǊǎǘŀƴŘŀōƭŜΣ Ƴȅ ŀƴŀƭȅǎƛǎ ǎǳƎƎŜǎǘǎ ǘƘƛǎ 

 

need was felt most acutely by the three participants who attended all-ōƻȅǎΩ ǎŎƘƻƻƭǎΦ 

 

Here, pupils were expected to enjoy competitive team sports in a culture of hyper- 

 

masculinity dedicated to the accrual of masculine capital - an approach that was 
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antithetical to these three self-identiŦƛŜŘ άƴƻƴ-ǎǇƻǊǘȅέ ōƻȅǎΦ .ƛƭƭȅ όмтύΣ ŦƻǊ ŜȄŀƳǇƭŜΣ 

 

described himself as άƛƴǘƻ ǘƘŜ ǇŜǊŦƻǊƳŀƴŎŜ ǎǘǳŦŦΧ ƳƻǊŜ ƻƴ the arty side than the 

 

ǎǇƻǊǘȅ ǎƛŘŜ Χōǳǘ ǘƘŜǊŜ ǿŀǎ ƴƻ ŘŀƴŎŜ ŀǘ ǎŎƘƻƻƭΣ ǘƘŜǊŜ ǿŜǊŜ ƴƻ ǇŜǊŦƻǊƳŀƴŎŜǎ ƻǊ ŀŦǘŜǊ- 
 

ǎŎƘƻƻƭ ŘŀƴŎŜ ŎƭǳōǎέΦ Instead, his state grammar school was described as άǾŜǊȅ ƳǳŎƘ 

 

ǊǳƎōȅ ŀƴŘ Ŧƻƻǘōŀƭƭ ŀƴŘ ƛŦ ȅƻǳ ŎƻǳƭŘƴΩǘ ƘŀŎƪ ƛǘΣ ǘƘŜƴ ȅƻǳ ǿŜǊŜ ǎŜŜƴ ŀǎ ŀ ƭƛƎƘǘǿŜƛƎƘǘΦ LŦ 

 

ȅƻǳΩǊŜ ǘƘŜ ǎǘŀǊ ƻŦ ǘƘŜ Ŧƻƻǘōŀƭƭ ǘŜŀƳ ƻǊ ǘƘŜ ǘŜŀƳ ŎŀǇǘŀƛƴΣ ǘƘŜƴ ȅƻǳΩǊŜ ǘƻǇ ŘƻƎΦέ 
 
 
 

 

Historically speaking, single-sex public schools were often sites of homoerotic 

 

friendships between pupils, and yet as Bullough & Bullough (1979) revealed , if 

 

made public, these behaviours were often denied and denunciated. Nowadays, boys 

 

such as Billy who attend single-sex schools might still feel the need to conceal their 

 

άǘŀǎǘŜ ŀǊǘƛŎǳƭŀǘƛƻƴǎέ towards dance (Cann, 2013, 2014), and its enduring conflation 

 

ǿƛǘƘ ŜŦŦŜƳƛƴŀŎȅ ŀƴŘ ƘƻƳƻǎŜȄǳŀƭƛǘȅΦ ¢Ƙƛǎ ǎŎƘƻƻƭΩǎ ƛƴŀǘǘŜƴǘƛƻƴ ǘƻ ǘƘŜ ǇŜǊŦƻǊƳƛƴƎ ŀǊǘǎ 

 

served to reinforce the gendered nature of the curriculum by reproducing prevailing 

 

ƻǊǘƘƻŘƻȄƛŜǎ ŀǎ ǘƻ ǿƘŀǘ ōŜǎǘ ŎƻƴǎǘƛǘǳǘŜǎ ŀ ōƻȅǎΩ ŜŘǳŎŀǘƛƻƴΦ Lƴ ǎǳŎƘ ŎƛǊŎǳƳǎǘŀƴŎŜǎΣ 

 

unwilling to risk identifying himself as a dancer, an opportunity to challenge gender 

 

norms within a hegemonic, heteronormative school environment was, perhaps 

 

understandably, not taken. 
 
 
 

 

By contrast, however, George (13), explained how his interest in dance became 

 

known at his independent school, following his accidental disclosure: 

 

L Ǝƻ ǘƻ ŀƴ ŀƭƭ ōƻȅǎΩ ǎŎƘƻƻƭ ŀƴŘΣ ƳƳƳΣ LΩƳ ƪƴƻǿƴ ŦƻǊ ōŜƛƴƎ ŀ ōƛǘ ŎŀƳǇ ǘƘƻǳƎƘ 
LΩƳ ƴƻǘ ƎŀȅΣ ōǳǘ L ƪƴŜǿ LΩŘ ƎŜǘ ǘƘŜ ƳƛŎƪ ǘŀƪŜƴ ƻǳǘ ƻŦ ƳŜ ƛŦ L ǘƻƭŘ ǇŜƻǇƭŜ ŀǘ 
school I was going to a dance class, so I decided to say nothing and see how 
ƛǘ ƎƻŜǎΦ LΩƳ ƭǳŎƪȅ ǘƘŀǘ Ƴȅ ǎŎƘƻƻƭ ƛǎ ƛƴ ŀ ŘƛŦŦŜǊŜƴǘ ǘƻwn to where I dance so I 
managed nearly twelve months before it got out. But it was my own fault 
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ΨŎƻǎΣ ƳƳƳΣ ǿŜƭƭΣ ǘƘŜ ǘŜŀŎƘŜǊ ǿŀǎ ƭƛƪŜΣ ά/ƻǳƭŘ ȅƻǳ ŎƻƳŜ ƻƴ {ŀǘǳǊŘŀȅ ōŜŎŀǳǎŜ L 
ƴŜŜŘ ƘŜƭǇ ǿƛǘƘ ǘƘƛǎ ŦŀƛǊΚέ ŀƴŘ L ǎŀƛŘΣ άbƻΣ ǎƻǊǊȅΣ L ŎŀƴΩǘΣ LΩǾŜ Ǝƻǘ ŀ ŘŀƴŎŜ ŜȄŀƳέ 
ΧŀƴŘ ŀƭƭ ŜȅŜǎ Ƨǳǎǘ ǘǳǊƴŜŘ ƻƴ ƳŜ Χ 

 

Within six months of this admission, and to save himself from further distress caused 

 

ōȅ ǊŜƭŜƴǘƭŜǎǎ ǾŜǊōŀƭ ōǳƭƭȅƛƴƎΣ DŜƻǊƎŜ ƳƻǾŜŘ ŦǊƻƳ Ƙƛǎ ōƻȅǎΩ ǎŎƘƻƻƭ ǘƻ ŀ Ŏƻ- 
 

educational one in a different arŜŀΦ ά¢ƘƛƴƎǎ ǿŜǊŜƴΩǘ ƛƳǇǊƻǾƛƴƎ ŀǘ ŀƭƭΣέ he saidΦ ά¢ƘŜ 

 

school did nothing to help me, so I got out. It was the best thing for me, and I never 

 

ǿŀƴǘ ǘƻ Ǝƻ ōŀŎƪέΦ 
 
 
 

 

! ŦǳǊǘƘŜǊ ǇǊŜǎǎǳǊŜ ƻƴ ōƻȅǎΩ ŘŜǎƛǊŜ ŦƻǊ ǎŜŎǊŜŎȅ ǿŀǎ ŀƭǎƻ ƴƻǘŜŘΦ !ǎ ŎƻƳƳŜǊŎƛŀƭ 

 

enterprises, dance schools can be understandably keen to advertise the presence 

 

male dancers within their schools. However, this desire for publicity was found to 

 

ǎƻƳŜǘƛƳŜǎ ŎƻƴŦƭƛŎǘ ǿƛǘƘ ŀ ōƻȅΩǎ ŘŜǎƛǊŜ ŦƻǊ ǎŜŎǊŜŎȅ ƻǊ Ƙƛǎ ǿƛǎƘ ǘƻ ŘƻǿƴǇƭŀȅ Ƙƛǎ 

 

involvement in dance. Deprived of agency and pupil voice, a couple of boys were 

 

identified as dancers when their dance schools publicised examination, competition 

 

and audition successes on their websites, social media or in printed media such as 

 

local newspapers. Moreover, this lack of consent was not confined to dance schools; 

 

secondary schools occasionally adopted this practice too. One participant, Robin 

 

(11), recalled that: 

 

L ŘƻƴΩǘ ǊŜƳŜƳōŜǊ ŀƴȅǘƘƛƴƎ ƛǎǎǳŜ-wise in primary school. Obviously, when I got 
to secoƴŘŀǊȅ ǎŎƘƻƻƭΣ ǘƘƛƴƎǎ ǎǘŀǊǘŜŘ ŎƘŀƴƎƛƴƎ ōŜŎŀǳǎŜ ƛƴ Ƴȅ ŦƛǊǎǘ ȅŜŀǊ LΩŘ ŎƻƳŜ 
second in the World Junior Dance Championships and it was announced in 
school, it was in the newspapers and then the whole school knew what I did. 
So then, of course, it was the stigma of dancing, even though it was ballroom 
ƛǘ ǿŀǎ ƭƛƪŜΣ άhƘ ƘŜΩǎ ŀ ōŀƭƭŜǘ ŘŀƴŎŜǊΧ ŀ ǇƻƻŦǘŜǊΦέ 
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wƻōƛƴΩǎ ŀŎŎƻǳƴǘ ƛǎ ƛƴǘŜǊŜǎǘƛƴƎ ǎƛƴŎŜ ƛǘ ŘǊŀǿǎ ƻǳǊ ŀǘǘŜƴǘƛƻƴΣ ȅŜǘ ŀƎŀƛƴΣ ǘƻ ǇŀǊǘƛŎƛǇŀƴǘǎΩ 

ŦǊŜǉǳŜƴǘ ǳǎŜ ƻŦ ǘƘŜ ŀŘǾŜǊō άƻōǾƛƻǳǎƭȅέ when describing their expectations of trouble 

at school. As Marc (14), reasoned, άƛŦ ȅƻǳ ŀǎƪŜŘ Ƴƻǎǘ ǇŜƻǇƭŜ ǘƻ ǘƘƛƴƪ ƻŦ ŘŀƴŎŜΣ ǘƘŜȅ 

ƛƳƳŜŘƛŀǘŜƭȅ ǘƘƛƴƪ ƻŦ ōŀƭƭŜǘέ, a genre which holds a pre-eminent place in the 

Western collective cultural imagination. And so, despite Robin being a ballroom 

dancer, he was construed as being a ballet dancer, reflecting the popular conflation 

of dance as synonymous with only ballet. Thereafter, he was subject to homophobic 

ōǳƭƭȅƛƴƎ ƻǊ ǿƘŀǘ tŀǎŎƻŜ όнллрύ Ŏŀƭƭǎ ΨŦŀƎ ŘƛǎŎƻǳǊǎŜΩΣ ŀ ǘŜŎƘƴƛǉǳŜ ǘƻ ǎǳōƻǊŘƛƴŀǘŜ 

ȅƻǳƴƎ ƳŀƭŜǎ ōȅ ŎŀƭƭƛƴƎ ǘƘŜƳ Ψŀ ŦŀƎΩ ƻǊ ōȅ ŀŎŎǳǎƛƴƎ ǘƘŜƳ ƻŦ ōŜƛƴƎ Ǝŀȅ - even if one 

does not believe them to be so. In so doing, the accuser demonstrates his 

heteromasculinity at the expense of others, a further example of a boundary 

maintenance strategy and explored further in the next chapter. 

 

 

Lƴ ƭƛƴŜ ǿƛǘƘ tƭǳƳƳŜǊΩǎ ŜŀǊƭƛŜǊ ǿƻǊƪ ƻƴ ǘƘŜ ƎŜƴŘŜǊŜŘ ƴŀǘǳǊŜ ƻŦ ƘƻƳƻǇƘƻōƛŀ 

(Plummer, 1999), Pascoe asserts that homophobia is a form of gender regulation 

rather than a display of anti-gay sentiment, and while that may be so, as others have 

sought to show (e.g. Anderson & McCormack, 2010; McCormack, 2011, 2012), and 

as my research is illuminating, the effects on individuals so named can be 

nonetheless deleterious and lasting. To illustrate, recalling the άŀƎƎǊƻέ of life at 

secondary school, Robin commented, άǘƘŜǊŜ ŀǊŜ ŀ ŦŜǿ ǇŜƻǇƭŜ LΩŘ ƭƛƪŜ ǘƻ ƳŜŜǘ ŀƎŀƛƴΣ 

ōǳǘ ǘƘƛƴƎǎ ǿƻǳƭŘ ōŜ ŘƛŦŦŜǊŜƴǘ ƴƻǿΗέ 
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6.2.3 Online resources for dance 

 

To preserve their anonymity or to escape censure from peers, many boys were 

 

ŦƻǳƴŘ ǘƻ ǳǎŜ ƻƴƭƛƴŜ ǎƻǳǊŎŜǎ ǎǳŎƘ ŀǎ Ψ¸ƻǳ¢ǳōŜΩ ǘƻ ŜȄǇƭƻǊŜ ǘƘŜ ǊŜǇŜǊǘƻƛǊŜ ƻŦ ŘŀƴŎŜ 

 

genres, their movements and choreography. Being able to conduct this dance 

 

research in private was especially advantageous to those boys who desired 

 

anonymity and discretion. As Jacob (11), revealed: 

 

bƻ ƻƴŜ ƪƴŜǿ L ǿŀǎ ƛƴǘŜǊŜǎǘŜŘ ƛƴ ŘŀƴŎƛƴƎ ǳƴǘƛƭ L ǘƻƭŘ Ƴȅ ǇŀǊŜƴǘǎ ǘƘŀǘ LΩŘ 
checked it out online and I knew what style I wanted to do ς ǎǘǊŜŜǘ ŘŀƴŎŜΦ LΩŘ 
also looked and found which particular class to go to. They were really 
ǎǳǊǇǊƛǎŜŘΣ ōǳǘ L ŘƛŘƴΩǘ ǘŜƭƭ ǘƘŜƳ ǳƴǘƛƭ L ǿŀǎ ǊŜŀŘȅ ŀƴŘ ƪƴŜǿ ŜȄŀŎǘƭȅ ǿƘŀǘ L 
ǿŀƴǘŜŘ ǘƻ ŘƻΦ aȅ ƳŀǘŜǎ ŘƛŘƴΩǘ ƪƴƻǿ ŜƛǘƘŜǊΦ 

 

Using online portals enabled boys like Jacob to watch other males dance in safety 

 

and privacy; indeed, the majority of boys spoke of watching dance online, with some 

 

of them speaking enthusiastically about watching dance on television also. While 

 

boys could, anonymously if desired, create and then share online their own dance 

 

performances, no participants expressed an interest in this, and none had done so. 

 

However, Neil (11), spoke not untypically of his enjoyment of appreciating urban 

 

ŘŀƴŎŜ ƻƴ Ψ¸ƻǳ¢ǳōŜΩΥ 

 

I really like watching Street dance and trying to copy some of the moves. I 
tried to teach my mate a few of them and get him to come to dancing [the 
ŘŀƴŎŜ ǎŎƘƻƻƭϐΦ IŜ ŘƛŘ ǘƘŜ ƳƻǾŜǎΣ ōǳǘ ƘŜ ǿƻǳƭŘƴΩǘ ƘŀǾŜ ƭŜǎǎƻƴǎΦ 

 

Likewise, Robin (11), commented: 

 

L ǿŀǘŎƘ ƭƻŀŘǎ ƻŦ ŘŀƴŎŜ ƻƴƭƛƴŜΦ bƻǘ Ƨǳǎǘ ōƻȅǎ ōǳǘ ƎƛǊƭǎ ǘƻƻΦ ¢ƘŜǊŜΩǎ ŀ ƭƻǘ ǘƻ ǎee. 
LǘΩǎ ƴƻǘ ŀƭƭ ƎƻƻŘ ōǳǘ ǘƘŜǊŜ ŀǊŜ ǎƻƳŜ ŦŀƴǘŀǎǘƛŎ ŘŀƴŎŜǊǎ ƻǳǘ ǘƘŜǊŜΦ LǘΩǎ ƎƻƻŘ ǘƻ 
see new dance styles and try and do a few steps and moves in my bedroom, 
ōǳǘ ƛǘΩǎ ƴƻǘ ŀƭǿŀȅǎ Ŝŀǎȅ ǘƻ ŦƻƭƭƻǿΦ 
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That many boys enjoyed the privacy of online access to dance is no surprise since it 

obviated the risk of public exposure and negative repercussions. For many though, 

ǘƘŜ ƻƴƭƛƴŜ ǿƻǊƭŘ ƻŦŦŜǊŜŘ ƻƴƭȅ ŀ ǘŜƳǇƻǊŀǊȅ ǊŜǎǇƛǘŜ ŦǊƻƳ ǘƘŜƛǊ ΨǊŜŀƭΩ ǿƻǊƭŘ 

experiences, especially those at secondary school, and it is to those I next turn. 

 
 
 

6.3 Bullying 
 
 
 

6.3.1 An overview 

 

This section begins with a brief, general overview of the bullying landscape before 

proceeding to describe, analyse and consider the effects of different forms of 

bullying - verbal, physical and online ς experienced by boys in their secondary 

schools. As most bullies were identified as male peers, the significance of this is 

ŎƻƴǎƛŘŜǊŜŘ ƛƴ ǘƘŜ ƭƛƎƘǘ ƻŦ !ƴŘŜǊǎƻƴΩǎ ŎƭŀƛƳ ƻŦ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩΣ ŎƘŀǊŀŎǘŜǊƛǎŜŘ 

by a declining significance of homohysteria (Anderson, 2009) and homophobia 

όaŎ/ƻǊƳŀŎƪΣ нлмнύΦ ¢ƘŜ ƭŀǘǘŜǊΩǎ ƳƻŘŜƭ ƻŦ ΨƘƻƳƻǎŜȄǳŀƭƭȅ ǘƘŜƳŜŘ ƭŀƴƎǳŀƎŜΩΣ 

ŎƻƳǇǊƛǎƛƴƎ ΨǇǊƻ-Ǝŀȅ ƭŀƴƎǳŀƎŜΩΣ ΨƎŀȅ ŘƛǎŎƻǳǊǎŜΩΣ ΨŦŀƎ ŘƛǎŎƻǳǊǎŜΩ ŀƴŘ ΨƘƻƳƻǇƘƻōƛŎ 

ƭŀƴƎǳŀƎŜΩ όaŎ/ƻǊƳŀŎƪΣ нлмнύ ǿƛƭƭ ōŜ ƻǇŜǊŀǘƛƻƴŀƭised to establish to what extent 

ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƛƴ ǘƘŜƛǊ ǎŜŎƻƴŘŀǊȅ ǎŎƘƻƻƭǎ ǊŜŦƭŜŎǘ ǘƘƛǎ ŎƭŀƛƳ ƻŦ ƎǊŜŀǘŜǊ ƛƴŎƭǳǎƛǾƛǘȅΣ 

findings for which are discussed in 6.4. 

 

 

In short though, my analysis found that young male dancers were still subject to 

a regulated άgender straitjacketέ όtƻƭƭŀŎƪΣ мффуύ ŀƴŘ ŀ ƘƻƳƻǎŜȄǳŀƭ ǇǊŜǎǳƳǇǘƛƻƴ 

ǊŜŘƻƭŜƴǘ ƻŦ ƘƻƳƻǇƘƻōƛŎ ŀƴŘ ƘƻƳƻƘȅǎǘŜǊƛŎ ŎƻƴǘŜȄǘǎΦ aƻǊŜƻǾŜǊΣ ΨƘƻƳƻǇƘƻōƛŎ 

ƭŀƴƎǳŀƎŜΩ όtƭǳƳƳŜǊΣ мфффύ ŀƴŘ ΨŦŀƎ ŘƛǎŎƻǳǊǎŜΩ ǿŜǊŜ ŦƻǳƴŘ ǘƻ ōŜ ƳƻǊŜ ǇǊŜǾŀƭŜƴǘ 
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than ΨǇǊƻ-Ǝŀȅ ƭŀƴƎǳŀƎŜΩ ƻǊ ΨƎŀȅ ŘƛǎŎƻǳǊǎŜΩ όaŎ/ƻǊƳŀŎƪΣ нлмнύ ƛƴ Ƴƻǎǘ ƻŦ ǘƘŜǎŜ 

ǎŎƘƻƻƭǎΣ ǿƛǘƘ ƭƛǘǘƭŜ ŜǾƛŘŜƴŎŜ ǘƻ ǎǳǇǇƻǊǘ !ƴŘŜǊǎƻƴΩǎ ŎƭŀƛƳǎ ƻŦ ŀ ǎƘƛŦǘ ǘƻǿŀǊŘǎ 

ƳƻǊŜ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩΦ 

 

 

In line with the interpretive nature of this study which seeks to foregroǳƴŘ ōƻȅǎΩ 

ǾƻƛŎŜǎ ŀƴŘ ǘƘŜƛǊ ŜȄǇŜǊƛŜƴŎŜǎΣ ǘƘŜ ǘŜǊƳ ΨōǳƭƭȅƛƴƎΩ Ƙŀǎ ōŜŜƴ ǳǎŜŘ ǎƛƴŎŜ ƛǘ ǿŀǎ ǘƘŜ ǿƻǊŘ 

used most often by participants to describe their experiences. As Smith & Brain, 

(2000) note, internationally speaking, there are many definitions of bullying and 

various ways of understanding it. In England too, there is no legal definition of 

bullying, and so the one adopted here is taken from government guidance for 

schools which defines bullying as behaviour that is άǊŜǇŜŀǘŜŘΣ ƛƴǘŜƴŘŜŘ ǘƻ ƘǳǊǘ 

someone either physically or emotionally, often aimed at certain groups, for example 

because of race, religion, gender or sexual orientation (gov.uk, 2017). While it is 

recognised that this term can sometimes fail to address the social and cultural 

power relations that enmesh young people (e.g. Ringrose & Renold, 2010; 

/ƘŀǊƳŀǊŀƳŀƴΣ Ŝǘ ŀƭΦΣ нлмоύΣ ƛǘ ƛǎ ƴƻƴŜǘƘŜƭŜǎǎ ǇǊŜŦŜǊǊŜŘ ǘƻΣ ǎŀȅΣ ΨƘŀǊŀǎǎƳŜƴǘΩ ǎƛƴŎŜ ƛǘ 

ōŜǘǘŜǊ ǊŜŦƭŜŎǘǎ ōƻȅǎΩ ƻǿƴ ǇŜǊŎŜǇǘƛƻƴǎΦ 

 
 
 

My analysis indicates that secondary schools were prime sites of bullying and where 

most boys were subject to oppressive gender regulation. Extensive research on the 

gendered expectations of pupils (and their teachers) has previously established that 

ǇǳǇƛƭǎ ǿƘƻ Řƻ ƴƻǘ ΨŦƛǘ ƛƴΩ ŀǊŜ ƭƛŀōƭŜ ǘƻ ƳŀǊƎƛƴŀƭƛǎŀǘƛƻƴ ŀƴŘ ǇŜǊǎŜcution (e.g. Glynn, 

1999; Renold, 2003, 2006; Blaise, 2005; Pascoe, 2007; Rawlings, 2017). As will be 

explicated below, these young male dancers transgressed notions of normativity and 
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most attracted censure for it by being bullied. However, seeking more nuance and in 

ǊŜŎƻƎƴƛǘƛƻƴ ǘƘŀǘ ǘƘŜ ǘŜǊƳ ΨōǳƭƭȅƛƴƎΩ Ŏŀƴ ƛƴŎƭǳŘŜ ŀ ǎǇŜŎǘǊǳƳ ƻŦ ōŜƘŀǾƛƻǳǊǎΣ ōƻȅǎ ǿŜǊŜ 

asked to describe their experience of bullying on a Likert-type scale ranging from 

ΨƴƻƴŜΩΣ ΨƳƛƭŘΩΣ ΨƳƻŘŜǊŀǘŜΩ ǘƻ ΨǎŜǾŜǊŜΩΦ hƴƭȅ мрΦп҈ όƴҐпύ ǊŜǇƻǊǘŜŘ ƴƻ ōǳƭƭȅƛƴƎΣ ǿƘƛƭŜ 

38.5% of them (n=10) self-ŀǎǎŜǎǎŜŘ ǘƘŜƛǊ ōǳƭƭȅƛƴƎ ŀǎ ΨƳƛƭŘΩΣ нсΦф҈ όƴҐтύ ŀǎ 

ΨƳƻŘŜǊŀǘŜΩ ŀƴŘ мфΦн҈ όƴҐрύ ŀǎ ΨǎŜǾŜǊŜΩΦ .ƻȅǎ ŜȄǇŜǊƛŜƴŎŜŘ ōǳƭƭȅƛƴƎ ƛƴ ƻƴŜ ƻǊ ƳƻǊŜ 

forms, verbal, physical and online, narrating a range of incidents which included 

teasing, name calling, making threats, cyberbullying and, in a couple of cases, 

physical assault. Although often homophobic in nature, it was, nonetheless, 

ǳƴǊŜƭŀǘŜŘ ǘƻ ōƻȅǎΩ ŀŎǘǳŀƭ ǎŜȄǳŀƭ ƻǊƛentation so that, as will be discussed later, 

heterosexual and bisexual dancers also reported such abuse. 

 

 

Lǘ ǿŀǎΣ ǘƘŜƴΣ ƛƳǇƻǊǘŀƴǘ ǘƻ ŀǎŎŜǊǘŀƛƴ ƛŦ ōƻȅǎΩ ƛƴǘŜǊŜǎǘ ƛƴ ŘŀƴŎŜ ǿŀǎ wholly responsible 

for this or were other intersectional factors at play? Data analysis revealed an 

overwhelming consensus among participants (the exception being Owen, discussed 

below), that their identity as a dancer was the sole causal factor of their bullying. As 

a qualitative, interpretive researcher, I accept and respect these perceptions while 

also being aware that correlation does not imply causation, and of the need to 

remain open-ƳƛƴŘŜŘ ǿƘŜƴ ŘǊŀǿƛƴƎ ƛƴŦŜǊŜƴŎŜǎ ŦǊƻƳ ŘŀǘŀΦ CǳǊǘƘŜǊƳƻǊŜΣ ŀǎ hǿŜƴΩǎ 

ǘǊŀƴǎŎǊƛǇǘ ōŜƭƻǿ ŀǘǘŜǎǘǎΣ ƛǘ ƛǎ ǇƻǎǎƛōƭŜ ǘƘŀǘ ƻǘƘŜǊ ƛƴǘŜǊǎŜŎǘƛƻƴŀƭ ŀǎǇŜŎǘǎ ƻŦ ōƻȅǎΩ 

identities or individual character traits, unexplored in this research, could have 

contributed to this. A heterosexual dancer, but nonetheless subject to serious 

homophobic abuse, Owen (15), cited additional reasons for his bullying, explaining 
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άL ǿŀǎ ƳƻǊŜ ǇƻǇǳƭŀǊΦ L ǿŀǎ ƳƻǊŜ ǇƻǇǳƭŀǊ ǘƘŀƴ ǘƘŜƳΧ L ƘŀŘ ƳƻǊŜ ǇƻǇǳƭŀǊƛǘȅΦ L 

ŎƻǳƭŘ Řƻ ƳƻǊŜ ǿƛǘƘ ƳȅǎŜƭŦΦ L ǿŀǎ ƳƻǊŜ ǎǳŎŎŜǎǎŦǳƭ ǘƘŀƴ ǘƘŜƳέΦ 

 
 
 

!ƭǘƘƻǳƎƘ ǳƴŀŎƪƴƻǿƭŜŘƎŜŘΣ ŀ ŎƻƳǇƻƴŜƴǘ ƻŦ hǿŜƴΩǎ ΨǇƻǇǳƭŀǊƛǘȅΩ ŎƻǳƭŘ ǎǘƛƭƭ ǇŜǊƘŀǇǎ 

be attributed to his success with dance and his subsequent acquisition of social and 

cultural resourcesΦ bƻƴŜǘƘŜƭŜǎǎΣ hǿŜƴΩǎ ŀŎŎƻǳƴǘ ŘƻŜǎ ƴƻǘ ŘŜǘǊŀŎǘ ŦǊƻƳ ǘƘŜ 

compelling conclusion, evidenced below, that disappointingly little seems to have 

changed for many boys who dance - they continue to experience bullying, 

marginalisation and stigmatisation, albeit in varying degrees. While these findings 

replicate my own experiences, both as a dancer and as a teacher of male students, 

they also echo the conclusions from a raft of other dance researchers including Burt, 

1995; Keyworth, 2001; Sanderson, 2001; Thomas, 2003; Stinson, 2005; Lehikoinen, 

2006; Fisher, 2007; Gard, 2008; Risner, 2009; Taschuk, 2009; Li, 2010; Holdsworth, 

2013 and Craig, 2014. Thus, spanning most of the Western world, the academic 

consensus finds that most males who dance, irrespective of sector (leisure, pre-

vocational and vocational) are still liable to social censure or worse. 

 
 
 

While my research has concentrated on secondary - age boys, further work, larger 

in scale and scope, would now be useful to establish how younger male dancers, 

aged four to eleven, fared in their primary schools. Clearly, drawing conclusions 

from a small dataset such as mine must be done cautiously, and no claims are made 

as to the generalisability of findings. However, as the table below indicates, the 

bullying of male dancers took place irrespective of the type of secondary school 

they attended. 
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Table 6.1  School type and bullying 

 

SCHOOL TYPE   NONE MILD MODERATE SEVERE TOTAL 

COMPREHENSIVE  3 6 5 4 18 

GRAMMAR   0 2 1 0 3 

INDEPENDENT   1 2 1 1 5 

TOTAL   4 10 7 5 26 

TOTAL %   15.4% 38.5% 26.9% 19.2% 100% 

 Key        
    

Comprehensive - state funded secondary school/college for 11 to 18-year olds, 
ƛƴŎƭǳŘƛƴƎ ǘƘƻǎŜ ǿƛǘƘ Ψ!ŎŀŘŜƳȅΩ ǎǘŀǘǳǎ    

Grammar - state funded grammar school/college for 11 to 18-year olds, 
ƛƴŎƭǳŘƛƴƎ ǘƘƻǎŜ ǿƛǘƘ Ψ!ŎŀŘŜƳȅΩ ǎǘŀǘǳǎ    

Independent - independent (fee-paying) school for 11 to 18-year olds  
 
 
 

 

Similarly, while this research did not set out to ascertain if there was a causal 

relationship between sexual orientation and bullying, (and aware that correlation 

does not imply causation, and that a small sample size (n=26) would preclude any 

possibility of generalisation), the matrix below does nonetheless indicate that, 

irrespective of their sexuality, the vast majority of young male dancers (22/26 = 

85%), experienced some degree of bullying. As mentioned earlier, all of them 

(except one, Owen), attributed this solely to their identity as a male dancer, and 

irrespective of their sexual orientation, believed the common conflation of male 

dancers with femininity and/or homosexuality to be the root cause of their 

troubles. 

 
 

Participants were asked to describe the degree of bullying they encountered, self-

defined as mild, moderate, severe or none, with responses as follows: 
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Table 6.2 Bullying and sexual orientation 

 

Bullying & None Mild Moderate Severe Total 
Sexuality      

Unknown 3 4 0 0 7 

Bisexual 0 0 1 0 1 

Homosexual 1 1 2 3 7 

Heterosexual 0 5 4 2 11 

Total 4 10 7 5 26 

Total % 15.4% 38.5% 26.9% 19.2% 100% 

 
 
 

Significantly then, boys of all sexual orientations were found to be victims of 

bullying; it was not confined to boys who identified as homosexual or bisexual. That 

many heterosexual boys suffered homophobic bullying might suggest a failure of the 

heteronormative recuperative strategies employed by them and this is discussed in 

Chapter Seven. Boys whose sexual orientations were publicly unknown were found 

to be more likely to escape bullying altogether or to experience only mild instances 

of it. Conversely, the data indicates a greater frequency of severe bullying among 

homosexual male dancers than dancers of other orientations, suggestive of enduring 

homophobic and homohysteric school cultures. 

 
 

 

6.3.2 Verbal bullying: ά¢ƘŜȅ ǿƻǳƭŘ ƭƛǘŜǊŀƭƭȅ Ŏŀƭƭ ƳŜ ŀ ǿƻƳŀƴ 

ǎƻƳŜǘƛƳŜǎέ (Owen, 15) 

 

Analysis suggests that most of the ten boys who defined their verbal bullying as 

ΨƳƛƭŘΩ ǎŜŜƳŜŘ ƴƻǘ ǘƻ ŎƻƴŎŜǇǘǳŀƭƛǎŜ ƛǘ ŀǎ ōǳƭƭȅƛƴƎ ǇŜǊ ǎŜ ŀƴŘ ƛƴǎǘŜŀŘ ǳǎŜŘ 

ŀƭǘŜǊƴŀǘƛǾŜ ŜǳǇƘŜƳƛǎǘƛŎ ƴƻǳƴǎ ǎǳŎƘ ŀǎ ΨōŀƴǘŜǊΩΣ ΨƎŜǘǘƛƴƎ ǎƻƳŜ ǎǘƛŎƪΩΣ ΨǘŀƪƛƴƎ ǘƘŜ 

ƳƛŎƪκƳƛŎƪŜȅΩ ŀƴŘ ΨǘŜŀǎƛƴƎΩ ǘƻ ŘŜǎŎǊƛōŜ ƛǘΦ {ƛƳƛƭŀǊƭȅΣ ƴŀƳŜ ŎŀƭƭƛƴƎ ǎǳŎƘ ŀǎ Ψōƻȅ 

ŘŀƴŎŜǊΩΣ ΨŘŀƴŎƛƴƎ ōƻȅκǉǳŜŜƴΩΣ ΨŘŀƴŎŜǊ-ǇǊŀƴŎŜǊΩΣ ŀƴŘ ΨǘǿƛƴƪƭŜ ǘƻŜǎΩ ǿŜǊŜ ƻŦǘŜƴ 

constructed by boys as άōŀƴǘŜǊέΦ In that vein, Anderson & McCormack (2010)  
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might conceptualise such utterances as a form of homosexually - themed language, 

ǎǇŜŎƛŦƛŎŀƭƭȅ ΨƎŀȅ ŘƛǎŎƻǳǊǎŜΩ - language that is not homophobic but instead is 

intended to develop social bonding and have a positive social effect. However, while 

boys constructed these utterances as ostensibly not injurious, their responses could 

also be interpreted as attempts to minimise or recuperate such behaviours and/or 

their effects. 

 

 

Clearly though, context is crucial in establishing an interpretation of such utterances. 

bƻƴŜǘƘŜƭŜǎǎΣ Ƴŀƴȅ ƭƛƴƎǳƛǎǘǎ ŀǎǎŜǊǘ ǘƘŀǘ ΨōŀƴǘŜǊΩ ƛǎ ƻŦǘŜƴ ǊŜƎŀǊŘŜŘ ŀǎ ŀ ǘǊŀŘƛǘƛƻƴŀƭƭȅ 

male insult, often employed to sustain dominant forms of masculinity (Kotthoff, 

2005; McDowell & Schaffner, 2011), such as those found in many sporting settings 

or, more especially here, in school environments. In the latter it can function as a 

ŦƻǊƳ ƻŦ ƎŜƴŘŜǊŜŘ ΨhǘƘŜǊƛƴƎΩΣ ŀƴŘ ŀ ōƻǳƴŘŀǊȅ ƳŀƛƴǘŜƴŀƴŎŜ ǎǘǊŀǘŜƎȅ ōȅ ǇŜǊǇŜǘǊŀǘƻǊǎ 

who wish to demarcate their heterosexual allegiance. 

 

 

How boys interpreted these homosexually themed utterances was found to be 

complex and fluid. Friends of male dancers who employed jocularity could not 

always rely on it to promote social bonding (Anderson & McCormack, 2010). For 

instance, Marcus (16), a keen footballer known to have a girlfriend (and so ostensibly 

regarded as heterosexual), was not immune from getting άstickέ for his dancing and 

being the butt of άjokesέ. However, he recognised that some boys might be offended 

or upset by such treatment: 

 
L ƎŜǘ ǎǘƛŎƪ ŦƻǊ ƛǘ ώŘŀƴŎƛƴƎϐ ƻŦŦ ǘƘŜ Ŧƻƻǘōŀƭƭ ōƻȅǎ Χ ƴƻƴŜ ƻŦ ƛǘ ǎŜǊƛƻǳǎΣ ƛǘϥǎ Ƨǳǎǘ ŀ 
couple of jokes - άIŜΩǎ ŀ ŘŀƴŎƛƴƎ ǉǳŜŜƴέ ƻǊ ά5ƛǎƴŜȅ ǇǊƛƴŎŜǎǎέ. Sometimes 
though, jokes can be offensive, but I take it lightly whereas some people 
would not. 
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Viewed in another light, such comments could be regarded as examples of άƴŜǿ 

ǎŜȄƛǎƳέ (Benwell & Stokoe, 2006), later conceptualised as ΨƛƴŘƛǊŜŎǘ ǎŜȄƛǎƳΩ by Mills 

who explains it as άǎŜȄƛǎƳ ǿƘƛŎƘ ƛǎ ǳƴŘŜǊŎǳǘ ōȅ ƘǳƳƻǳǊ ƻǊ ƛǊƻƴȅΣ ǎƛƎƴŀƭƭŜŘ ōȅ 

exaggerated ƻǊ ƳŀǊƪŜŘ ƛƴǘƻƴŀǘƛƻƴ ƻǊ ǎǘǊŜǎǎέ (Mills & Keddie, 2008, p. 12). 

Utterances delivered as ΨōŀƴǘŜǊΩ are often intended to convey light-heartedness 

ǿƘŜƴ ŀǊƎǳŀōƭȅ ǘƘŜ ΨǊŜŀƭΩ ƳŜŀƴƛƴƎ ƛǎ ƳƻǊŜ ǎŜǊƛƻǳǎ ŀƴŘ ǊŜŦƭŜŎǘƛǾŜ ƻŦ ǘƘŜ ƳŀǎŎǳƭƛƴŜ 

ideals valorised in that context (Keisling, 2005). Interestingly, though, participants 

were not especially reflexive in this regard and did not speak of such utterances as 

sexist, perhaps reflecting a linguistic androcentrism that connotes sexism as 

pertaining only to remarks made by men about women. Nonetheless, as Marcus 

indicates, there was an awareness of the potentially deleterious nature of such 

utterances. 

 

 

{ƛƳƛƭŀǊ ǘƻ aŀǊŎǳǎΩǎ ŀŎŎƻǳƴǘΣ DŜƻǊge (13), spoke revealingly about responses to 

his dancing: 

 

Int: Can you remember any comments made by people at school? 

 

DŜƻǊƎŜΥ aƳƳΣ ŀŀƘ Χ ǘƘŜȅΩǾŜ ŀƭƭ ōŜŜƴ ƭƛƪŜ ƧƻƪŜȅ ƴŜƎŀǘƛǾŜΣ ōǳǘ LΩǾŜ ƴƻǘ 
heard like proper positive from my friends... 

 

This description, of άƧƻƪŜȅ ƴŜƎŀǘƛǾŜέ ƛǎ ƛƴǘŜǊŜǎǘƛƴƎ ŀƴŘ ǎǳƎƎŜǎǘǎΣ ƭƛƪŜ aŀǊŎǳǎΩǎ ŜŀǊƭƛŜǊ 

comment, a tension between the seemingly jocular spirit of the utterance (άƧƻƪŜȅέ ) 

but also an awareness of its potentially adverse (άƴŜƎŀǘƛǾŜέ ) impact. Considered 

linguistically, as an example of pragmatics, Garde (2008) notes that the tone of the 

ŘŜƭƛǾŜǊȅ ŀƴŘ ǘƘŜ ŦǊŀƳƛƴƎ ƻŦ ǎǳŎƘƭƛƪŜ ǳǘǘŜǊŀƴŎŜǎ ŀǎ ΨōŀƴǘŜǊΩ ŜƴŀōƭŜǎ ǎǇŜŀƪŜǊǎ ǘƻ 

make comments freely. This view reflects earlier work by Lakoff (1990) on language 

and power whereby: 
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Saying serious things in jest both creates camaraderie and allows the speaker 
ǘƻ ŀǾƻƛŘ ǊŜǎǇƻƴǎƛōƛƭƛǘȅ ŦƻǊ ŀƴȅǘƘƛƴƎ ŎƻƴǘǊƻǾŜǊǎƛŀƭ ƛƴ ǘƘŜ ƳŜǎǎŀƎŜΦ LǘΩǎ Ƨǳǎǘ ŀ 
joke, after allς ŎŀƴΩǘ ȅƻǳ ǘŀƪŜ ŀ ƧƻƪŜΚ Χ ǿƻǊse than being racist or mean-
spirited is not getting a joke or being unable to take one. (Lakoff, 1990, p.270) 

 
 
 

 

Overall then, the absence of άǇǊƻǇŜǊ ǇƻǎƛǘƛǾŜέ support from school friends (except 

 

ǘƘƻǎŜ ŘŜŜƳŜŘ ΨōŜǎǘΩ ŦǊƛŜƴŘǎ ǿƘƻ ƻŦŦŜǊŜŘ ōƻȅǎ ǘƘŜƛǊ ǳƴŎƻƴŘitional support) was 
 

noted by the majority of participants. Crucially though, this was in line with their 

 

expectations - an anticipated consequence of exceeding the limits of normative 

 

masculinity. For instance, Neil (11) described his male school ΨŦǊƛŜƴŘǎΩ ŀǎΥ 
 

 

¢ƘŜȅΩǊŜ Ƨǳǎǘ ǇŜƻǇƭŜ L ƘŀƴƎ ŀōƻǳǘ ǿƛǘƘ ŀǘ ǎŎƘƻƻƭΦ ¢ƘŜȅΩǊŜ ƴƻǘ ƭƛƪŜΧ ǇǊƻǇŜǊ 
ŦǊƛŜƴŘǎΣ ƭƛƪŜ ǘƘŜ ƻƴŜǎ L ƘŀǾŜ ŀ ŘŀƴŎƛƴƎΦ ¢ƘŜƴ ƪƴƻǿ L ŘŀƴŎŜ ōǳǘ L ŘƻƴΩǘ ǘŀƭƪ 
ŀōƻǳǘ ƛǘ ƳǳŎƘ ŀƴŘ ǘƘŜȅ ŘƻƴΩǘ ŀǎƪΦ L ŘƻƴΩǘ ǘƘƛƴƪ ǘƘŜȅ ǳƴŘŜǊǎǘŀƴŘ ƛǘ ǊŜŀƭƭȅΦ hǊ 
why I do it. !ǘ ŦƛǊǎǘΣ ǘƘŜȅ ǿŜǊŜ ƭƛƪŜΣ ΨhƘ ȅƻǳ ŘŀƴŎŜΚ /ƻƻƭΦΩ .ǳǘ ǘƘŀǘ ǿŀǎ ƛǘΣ 
ƴƻǘƘƛƴƎ ŜƭǎŜΦ bƻǘ ƛƴǘŜǊŜǎǘŜŘΧ L ǘƘƛƴƪ ǘƘŜȅ ǘƘƛƴƪ LΩƳ ǿŜƛǊŘΧ ōǳǘ ǘƘŜȅ ŘƻƴΩǘ 
say so. 

 

¢Ƙƛǎ ōŜǿƛƭŘŜǊŜŘΣ Ƴƻǎǘƭȅ ǎƛƭŜƴǘ ǘƻƭŜǊŀƴŎŜ ƻŦ bŜƛƭΩǎ ŘŀƴŎƛƴƎΣ όŀ ǎǘǊŀǘŜƎȅ ŀƭǎƻ ŜƳǇƭƻȅŜŘ 

 

ōȅ ǎƻƳŜ ΨŘŀƴŎƛƴƎ ŘŀŘǎΩ ŀǎ ƻǳǘƭƛƴŜŘ ƛƴ /ƘŀǇǘŜǊ CƛǾŜύΣ ǿŀǎ ƛƴ ŎƻƴǘǊŀǎǘ ǘƻ ǎŜǾŜǊŀƭ ǎŎƘƻƻƭ 

 

ǇŜŜǊǎ ǿƘƻ ŘŜǎŎǊƛōŜŘ ōƻȅǎΩ ŘŀƴŎƛƴƎ ŀǎ άǘƘŀǘΩǎ ǎƻ ƎŀȅέΦ aƻǎǘ ōƻȅǎ ƛƴǘŜǊǇǊŜǘŜŘ ǘƘŜ 

 

phrase as both a comment on the transgressive nature of their dance activity, but 

 

also as a label of their sexual orientation, arising from a homosexual presumption. 

 

For instance, as Alec (13) explained: 

 

L ƘŜŀǊŘ ƛǘ ώάǘƘŀǘΩǎ ǎƻ Ǝŀȅέϐ ǎƻ ƳǳŎƘΣ ŦƛǊǎǘ ǿƘŜƴ L ǿŀǎ ŀǘ ǇǊƛƳŀǊȅ ǎŎƘƻƻƭ ŀƴŘ 
then at high school, but after a while I stopped caring. But it was hurtful that 
they were criticising me and my dancing. 

 
 
 

 

Thus, findings suggest that most boys were subject to a homosexual presumption, 

 

ƛǊǊŜǎǇŜŎǘƛǾŜ ƻŦ ǘƘŜƛǊ ǎŜȄǳŀƭƛǘȅΣ ŀƴŘ ǘƘƛǎ ǇǊŜǎǳƳǇǘƛƻƴ ǳǎǳŀƭƭȅ ƳŀƴƛŦŜǎǘŜŘ ƛǘǎŜƭŦ ƛƴ ΨƎŀȅ 
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ŘƛǎŎƻǳǊǎŜΩΦ ¢ƘŜ Ƴƻǎǘ ŎƻƳƳƻƴƭȅ ŎƛǘŜŘ ǳǘǘŜǊŀƴŎŜǎ ǿŜǊŜΣ όƛƴ ƴƻ ǇŀǊǘƛŎǳƭŀǊ ƻǊŘŜǊύ 

άǇƻƻŦέΣ άǉǳŜŜǊέΣ άŦŀƎƎƻǘΩΣ άōŜƴŘŜǊέΣ άƎŀȅ ōƻȅέΣ άƎŀȅ ōŀƭƭŜǊƛƴŀέ and άǎƘƛǊǘ ƭƛŦǘŜǊέ, an 

attempt, according to one participant, George (13) to άōŜƭƛǘǘƭŜ ǇŜƻǇƭŜΣ ƳŀƪŜ ǘƘŜƳ 

feel smalƭ ŀƴŘ ƴƻǘ ƴƻǊƳŀƭέΦ 

 

 

LǊǊŜǎǇŜŎǘƛǾŜ ƻŦ ōƻȅǎΩ ǎŜȄǳŀƭƛǘȅΣ Ǝŀȅ ŘƛǎŎƻǳǊǎŜΣ ǳǘǘŜǊŜŘ ōȅ ǎŎƘƻƻƭ ǇŜŜǊǎ όƳŀƭŜǎ 

usually) who were not regarded as friends, was both anticipated and problematic. 

As Gareth (14), commented, άΧ ƛǘΩǎ Ƨǳǎǘ ǘƘŜ ǿŀȅ ƛǘ ƛǎΦ L ŘƻƴΩǘ ŜȄǇŜŎǘ anything else. 

These people ŀǊŜ ƴƻǘ Ƴȅ ŦǊƛŜƴŘǎΣ ǘƘŜȅΩǊŜ Ƨǳǎǘ ƘŀǾƛƴƎ ŀ Ǝƻ ŀǘ ƳŜΦ L ǘǊȅ ǘƻ ƛƎƴƻǊŜ ǘƘŜƳΣ 

ōǳǘ ȅƻǳ ŎŀƴΩǘΧέΦ Being the recipient of such gay discourse was clearly distressing 

and oppressive, as described by Owen (15), who revealed that: 

 

They wouƭŘ ƭƛǘŜǊŀƭƭȅ Ŏŀƭƭ ƳŜ ŀ ǿƻƳŀƴ ǎƻƳŜǘƛƳŜǎΧ ōǳǘ ƛǘ ǿŀǎ ǎǇŜŎƛŦƛŎŀƭƭȅ ŀƭƭ 
the homophobic comments that I got that really affected me personally. 
Because if you say something more and more and more it starts to get to 
ȅƻǳΧ ǘƘŜȅΩŘ ǿǊƛǘŜ ǘƘŜ ǎŀƳŜ Ǝŀȅ ŎƻƳƳŜƴǘǎΣ ǘƘŜȅ would write stuff on bus 
ǿƛƴŘƻǿǎΣ ǘƘŜȅΩŘΧ ƻƘΣ ƛǘ ǿŀǎ ŀ ƘŀǊŘ ǘƛƳŜ L ǿƻǳƭŘ ǎŀȅΦ 

 

 

hǿŜƴΩǎ ǊŜŎƻƭƭŜŎǘƛƻƴ ƛǎ ǎƛƎƴƛŦƛŎŀƴǘ ǎƛƴŎŜ ƛǘ ǊŜƳƛƴŘǎ ǳǎ ȅŜǘ ŀƎŀƛƴ ƻŦ ǘƘŜ ƭƻƴƎŜǾƛǘȅ ƻŦ ǘƘŜ 

ŘƛǎŎƻǳǊǎŜ ǘƘŀǘ Ǉƻǎƛǘƛƻƴǎ ƳŀƭŜ ŘŀƴŎŜǊǎ ŀǎ ΨŦŜƳƛƴƛƴŜΩ όŜΦƎΦ Burt, 1995, 2009; Stinson, 

2001; Gard, 2003; Risner, 2009). Furthermore, it implies an enduring conflation 

between a normatively coded feminised activity (dance) and a homosexual 

presumption, illustrating how these dominant discourses are often two sides of the 

same coin and for some are synonymous. Moreover, it reminds us that bullying can 

happen beyond the confines of school, such as while journeying to and from there. 
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Homosexual boys were, likewise, subject to gay discourse, and as Table 6.2 

 

indicated this was sometimes found to be more serious and homophobic in nature 

 

than that experienced by their heterosexual peers. In extremis, one gay interviewee, 

 

Julian (17), a victim of sustained homophobic verbal bullying, described the gay 

 

discourse as one of άƘŀǘŜέΦ WǳŘƎŜŘ ΨLƴŀŘŜǉǳŀǘŜΩ ŀƴŘ ǇƭŀŎŜŘ ƛƴ ΨǎǇŜŎƛŀƭ ƳŜŀǎǳǊŜǎΩΣ 

 

the following is ŀƴ ŜȄŎŜǊǇǘ ŦǊƻƳ Ƙƛǎ ǎŎƘƻƻƭΩǎ нлмс ƛƴǎǇŜŎǘƛƻƴ ǊŜǇƻǊǘ ōȅ ǘƘŜ hŦŦƛŎŜ ŦƻǊ 

 

Standards in Education (OFSTED): 
 

 

Pupils told inspectors that the use of racist and homophobic language is not 
always dealt with as a serious matter. In parts of the school the learning 
environment is particularly poor, including offensive graffiti that has not 
been removed. Equality issues have not been dealt with effectively by the 
ǎŎƘƻƻƭ ƭŜŀŘŜǊǎΧ 

 

Pupils such as Julian are at substantial risk in such schools, where, in the absence of a 
 

Ǌƻōǳǎǘ ōŜƘŀǾƛƻǳǊ ǇƻƭƛŎȅ ŀƴŘ ƛƴ ǘƘŜ ǿƻǊŘǎ ƻŦ ǘƘŜ ǊŜǇƻǊǘΣ άbullying is not always 
 

effectively challenged έΦ This was verified by Julian (no longer at school) who 

 

commented: 
 

 

Yeah, my school was grim. It was a sink school and I hated it. I never enjoyed 
ŀ ǎƛƴƎƭŜ Řŀȅ ǘƘŜǊŜ ŀƴŘ L ŎƻǳƭŘƴΩǘ ǿŀƛǘ ǘƻ ƭŜŀǾŜΦ ¢ƘŜǊŜ ǿŀǎ ƴƻ ŘƛǎŎƛǇƭƛƴŜ ŀƴŘ 
so much bullying ς ƴƻǘ Ƨǳǎǘ ƳŜ ōǳǘ ƻǘƘŜǊǎ ǘƻƻΣ ƛŦ ȅƻǳ ŘƛŘƴΩǘ Ŧƛǘ ƛƴΦ {ƻƳŜǘƛƳŜǎ 
ǘƘŜ ǘǊƻǳōƭŜƳŀƪŜǊǎ ǿƻǳƭŘ ƎŜǘ ǎǳǎǇŜƴŘŜŘ ŦƻǊ ŀ Řŀȅ ƻǊ ǎƻ ōǳǘ ǘƘŜƴ ǘƘŜȅΩŘ ōŜ 
back, but most of the time nothing happened, they got away with it... It was 
ƴƻ ƎƻƻŘ ǘŜƭƭƛƴƎ ŀƴȅƻƴŜΣ ōŜŎŀǳǎŜ ȅƻǳ ƪƴŜǿ ƴƻǘƘƛƴƎ ǿƻǳƭŘ ōŜ ŘƻƴŜ Χ 

 
 
 

 

However, this does not need to be the case, as I illustrate later in the chapter when I 

 

discuss the four boys who danced with no negative consequences in their secondary 

 

schools. Evidence suggests that these institutions shared common factors - all were 

 

characterised by a culture of mutual respect and tolerance, of equality and diversity; 
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significantly too boys reported that behaviour policies were enforced consistently in 

these four schools. IƻǿŜǾŜǊΣ ŀǎ WǳƭƛŀƴΩǎ ƴŀǊǊŀǘƛǾŜ ǊŜƳƛƴŘǎ ǳǎΣ ƴƻǘ ŀƭƭ ƳŀƭŜ ŘŀƴŎŜǊǎ 

were fortunate enough to attend safe, supportive schools. Another homosexual 

dancer, Caleb (14), who opted to study GCSEΩǎ ƛƴ ŘŀƴŎŜ ŀƴŘ ŘǊŀƳŀ ŀǘ Ƙƛǎ 

comprehensive school, and ballet and tap outside it, was asked how his school 

ǇŜŜǊǎ ǊŜǎǇƻƴŘŜŘ ǘƻ Ƙƛǎ ƛƴǘŜǊŜǎǘ ƛƴ ǘƘŜ ǇŜǊŦƻǊƳƛƴƎ ŀǊǘǎΦ IŜ ǊŜǇƭƛŜŘΣ άǘƘŜȅ ǎŀȅ LΩƳ Ǝŀȅ 

for ōŜƛƴƎ ŀ ŘŀƴŎŜǊ Χ ǘƘŜ ōƻȅǎ ǿƛƭƭ ƳŀƪŜ ƧƻƪŜǎ ŀƴŘ ǎŀȅ ǘƘƛƴƎǎ ƭƛƪŜΣ ΨhƘ ȅŜŀƘΣ ƘŜΩǎ 

ǇƛŎƪŜŘ ŘŀƴŎŜΩΣ ŀƴŘ ǘƘŜƴ ƘŀǾŜ ŀ ƭŀǳƎƘ ǘƻƎŜǘƘŜǊέΦ 

 

 

Like Caleb, another participant, Bradley (18), studied GCSE dance, along with 20 

girls. A heterosexual, he then studied dance at advanced level, sharing a class with 

14 girls. The following transcript illuminates some of the reactions he provoked at 

school: 

Int: What reaction did you get at school being a male who danced? 

 

.ǊŀŘƭŜȅΥ Wǳǎǘ ǘƘŜ ǎǘŀƴŘŀǊŘ ǎǘǳŦŦ ǊŜŀƭƭȅΧ ƻōǾƛƻǳǎƭȅΣ ȅƻǳ ƎŜǘ ŎŀƭƭŜŘ Ǝŀȅ ŀƭƭ 
the time. 

 

LƴǘΥ ²Ƙȅ Řƻ ȅƻǳ ǎŀȅ ΨƻōǾƛƻǳǎƭȅΩΚ 

 

.ǊŀŘƭŜȅΥ Wǳǎǘ ōŜŎŀǳǎŜ ȅƻǳ ŘƻΣ ŘƻƴΩǘ ȅƻǳΚ LǘΩǎ ǿƘŀǘ ƘŀǇǇŜƴǎΦ L Ǝƻǘ ŎŀƭƭŜŘ ΨƎŀȅΩ 
ŀ ƭƻǘΣ L Ǝƻǘ ŎŀƭƭŜŘ ΨōŜƴŘŜǊΩ ŀ ƭƻǘΣ L Ǝƻǘ ŎŀƭƭŜŘ ΨǘǿƛƴƪƭŜ ǘƻŜǎΩ ŜǾŜǊȅ ƴƻǿ ŀƴŘ 
ŀƎŀƛƴΦ ¢ƘŜȅ ǿƻǳƭŘ ǇǊŜǘŜƴŘ ǘƻ ōŜ ƭƛƪŜΣ ΨhƘΣ ǎƻ ȅƻǳ Řƻ ōŀƭƭŜǘΚΩ Ƴƛmicking a 
ballet dancer as they said it. 

 

Significantly, in common with all the participants, Bradley expected his sexuality to 

ōŜ ǉǳŜǎǘƛƻƴŜŘ όΨΨƻōǾƛƻǳǎƭȅΣ ȅƻǳ ƎŜǘ ŎŀƭƭŜŘ Ǝŀȅ ŀƭƭ ǘƘŜ ǘƛƳŜΩΩ) which suggests, among 

other things, a deep-rooted awareness among young male dancers of the discourses 

which conflate males who dance with a homosexual presumption (e.g. Burt, 2009; 

Risner, 2009). Most participants agreed that verbal bullying usually took place at 
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break times, lunchtimes, in corridors and playgrounds rather than in formal classes. 

 

Boys reported various strategies to obviate the risk, with some making conscious 

 

ŜŦŦƻǊǘǎ ǘƻ ƪŜŜǇ ƻǳǘ ƻŦ ƘŀǊƳΩǎ ǿŀȅΦ ! ŦŜǿ ōƻȅǎ ǎƘǳƴƴŜŘ ŎƻƴǘŀŎǘ ǿƛǘƘ Ƴƻǎǘ ƻǘƘŜǊ 

 

males at school, preferring instead to associate themselves with girls who were 

 

thought (sometimes erroneously) to be more sympathetic to their dispositions as 

 

male dancers. Another strategy, reported by a couple of participants was to avoid 

 

the playground altogether, a practice already noted in earlier research (Renold, 

 

2004). However, while such measures were effective in shielding boys, they were 

 

also instrumental in magnifying their marginalisation. 
 
 
 

 

6.3.3 Physical bullying 
 

In addition to being bullied verbally, five male dancers were also subject to physical 

 

ŀǎǎŀǳƭǘΤ ƛƴ ŀƭƭ ŎŀǎŜǎ ŜȄŎŜǇǘ IŀǊǊȅΩǎ όōŜƭƻǿύΣ ǘƘŜ ǇŜǊǇŜǘǊŀǘƻǊǎ ǿŜǊŜ ƳŀƭŜΣ ŀƴŘ ǘƘŜ 

 

incidences were frequent rather than one-offs. Assaults ranged from being pushed, 

 

ǇǳƭƭŜŘΣ ǎƘƻǾŜŘ ƻǊ ƘŀǾƛƴƎ ƻƴŜΩǎ ŦŜŜǘ ǎǘŀƳǇŜŘ ƻƴ ǘƻ ƳƻǊŜ ǎŜrious punching and 

 

beating. Harry (11), recalled that some of his classmates, including a girl, άǇǳǎƘŜŘ 

 

ƳŜ ƻǾŜǊ ŀƴŘ ǎǘŀƳǇŜŘ ƻƴ Ƴȅ ŀƴƪƭŜǎέ while Linda, a parent, recalled that her son was 

 

bullied άǉǳƛǘŜ ŦǊŜǉǳŜƴǘƭȅέ and would άŎƻƳŜ ƘƻƳŜ ǿƛǘƘ ōǊǳƛǎŜǎ ƻƴ Ƙƛǎ ŀǊƳǎέΦ 
 
 
 

 

IŀǾƛƴƎ ŀǘǘŜƴǘƛƻƴ ŘǊŀǿƴ ǘƘŜ ƻƴŜΩǎ ǎǳŎŎŜǎǎ ƛƴ ŘŀƴŎŜ ǎƻƳŜǘƛƳŜǎ ǇǊƻǾƻƪŜŘ ŜȄǘǊŜƳŜ 

 

reactions. Daniel (16), spoke of this, explaining: 

 

Of course, I was bullied an awful lot at school, especially at secondary 
ǎŎƘƻƻƭΧ L ǿŀǎ ŀƭǿŀȅǎ ƛƴ ǘƘŜ newspaper after winning some dance 
ŎƻƳǇŜǘƛǘƛƻƴ ŀƴŘ ǘƘŜǊŜΩŘ ōŜ ŀ ǇƛŎǘǳǊŜ ƻŦ ƳŜΧ ǎƻ ȅƻǳ ŎƻǳƭŘ ƎǳŀǊŀƴǘŜŜ ǘƘŀǘ ǘƘŜ 
ŦƻƭƭƻǿƛƴƎ ŘŀȅΣ ŎƻƳƛƴƎ ƘƻƳŜ ŦǊƻƳ ǎŎƘƻƻƭΣ LΩŘ ōŜ ōŜŀǘŜƴ ǳǇΦ ¢Ƙŀǘ ǇǊƻōŀōƭȅ 
ƘŀǇǇŜƴŜŘ ŀōƻǳǘ ǘǿƛŎŜ ŀ ǿŜŜƪΦ LΩŘ ŎƻƳŜ ƘƻƳŜ ǿƛǘƘ ǘƘŜ ōǳǎǘ ƴƻǎŜ ƻǊ ŀ ōƭŀŎƪ 
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ŜȅŜ ƻǊ ǿƘŀǘŜǾŜǊΣ Ƨǳǎǘ ōŜŎŀǳǎŜ L ǿƻƴ ŀ ŎƻƳǇŜǘƛǘƛƻƴ ƻǊ ōŜŎŀǳǎŜ LΩŘ ƎƻƴŜ 
dancing. It was always, of course, the boys that bullied me because I 
ǿŀǎƴΩǘ ŘƻƛƴƎ ǘƘŜ ƴƻǊƳΣ ǇƭŀȅƛƴƎ Ŧƻƻǘōŀƭƭ ƻǊ ŎǊƛŎƪŜǘΦ 

 

A couple of boys chose to retaliate to these physical assaults. For instance, 

 

Alec (13), recounted that: 

 

I had to stand up for myself at school. I had a fight with a certain boy who 
ǿŀǎ ǎŀȅƛƴƎ L ǿŀǎ ǎƛǎǎȅ ōŜŎŀǳǎŜ L ǿŀǎ ƎƻƛƴƎ ǘƻ ōŀƭƭŜǘΣ ǎƻ L ǎŀƛŘΣ ΨwƛƎƘǘΣ ƻƪŀȅΣ 
ƭŜǘΩǎ Ǝƻ ƻǳǘǎƛŘŜ ŀƴŘ ǎƻǊǘ ǘƘƛǎ ƻǳǘΣ ōŜŎŀǳǎŜ ƛŦ LΩƳ ŀ ǎƛǎǎȅ L ǿƻƴΩǘ ōŜ ŀōƭŜ ǘƻ 
ōŜŀǘ ȅƻǳ ǳǇΩΦ !ƴŘ ǿŜ ǿŜƴǘ ƻǳǘ ŀƴŘ L ƪƴƻŎƪŜŘ ƘƛƳ ŘƻǿƴΦ IŜ ǎǘƻǇǇŜŘ ǘŜŀǎƛƴƎ 
me after that. 

 

Sometimes though, what began as verbal bullying escalated into physical abuse, as 

 

this testimony from Owen (15), illustrates: 

 

And then, eventually, people started to physically beat me up in school, which 
ŘƛŘ ƎŜǘ ǎƻǊǘŜŘ ŀƴŘ L ŘƛŘ ŦƛƎƘǘ ōŀŎƪ ōŜŎŀǳǎŜ LΩŘ ŘƻƴŜ ŀ ƭƻǘ ƻŦ ǘǊŀƛƴƛƴƎ ƛƴ ŘŀƴŎŜΦ L 
ǿŀǎ ǉǳƛǘŜ ǎǘǊƻƴƎ ŀƭǘƘƻǳƎƘ L ŘƛŘƴΩǘ ǊŜŀƭƭȅ ƭƻƻƪ ƭƛƪŜ ƛǘΦ 

 
 
 

 

Although it is impossible to directly attribute the sustained assaults on these five 

 

boys (three homosexual and two heterosexual), as homophobic in motive, it does 

 

nonetheless suggest something troubling about their particular school cultures and 

 

their inability to safeguard minorities therein. Furthermore, it problematises the 

 

claims of a burgeoning trend toward inclusive masculinity in schools (Anderson, 

 

2009; McCormack, 2012). Thus, while temporally and spatially situated, these 

 

ōŜƘŀǾƛƻǳǊǎΣ ǳƴŘŜǊǇƛƴƴŜŘ ǇŜǊƘŀǇǎ ōȅ ŀ άfear of the feminineέ όWŀŎƪǎƻƴΣ нллоύ ŀƴŘ ŀ 

 

ŘŜƳŀǊŎŀǘƛƻƴ ƻŦ ǘƘŜ ΨhǘƘŜǊΩΣ ƳŀƴƛŦŜǎǘŜŘ ǘƘŜƳǎŜƭǾŜǎ ƛƴ ŀ ǎŎƘƻƻƭ ŎǳƭǘǳǊŜ ƻŦ 

 

homohysteria (Anderson, 2009) and a hyper-masculinised propensity for violence. 
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6.3.4 Online Bullying 

 

{ǳǊǇǊƛǎƛƴƎƭȅΣ ƎƛǾŜƴ ȅƻǳƴƎ ǇŜƻǇƭŜΩǎ ǇŜƴŎƘŀƴǘ ŦƻǊ ǎƻŎƛŀƭ ƳŜŘƛŀ ǳǎŀƎŜΣ ƻƴƭȅ ƻƴŜ 

 

participant, Owen (15), reported being the victim of online bullying in the form of 

 

ŎƻƳƳŜƴǘǎ ƳŀŘŜ Ǿƛŀ ΨCŀŎŜōƻƻƪΩΦ IŜ ŀƭǎƻ ǊŜŎƻǳƴǘŜŘ ǊŜƳŀǊƪǎ ǎŎǊŀǿƭŜŘ ƻƴ ǘƘŜ 

 

windows of his school bus. Below, he explains at length the nature of these 

 

ƛƴŎƛŘŜƴǘǎΣ ǘƘŜ ǎŎƘƻƻƭΩǎ ǊŜǎǇƻƴǎŜ ŀƴŘ Ƙƛǎ ŦŀƳƛƭȅΩǎ ǊŜŀŎǘƛƻƴǎΥ 

 

Int: Was the school aware of the online bullying as well as the face to 
face bullying? 

 

hǿŜƴΥ ¸ŜŀƘΣ ōǳǘ ǘƘŜȅ ǿŜǊŜƴΩǘ ǾŜǊȅ good at sorting it out. There was one 

person on the team who was trying to sort it out and they never did; they 

were completely useless. This woman was just awful at sorting stuff out.  

Eventually it got to the head teacher who happened to sort it out because it 
was getting ridiculous. Two lads found my social site, and this was the only 
time I have ever been bullied online is when they started sending me 
ƳŜǎǎŀƎŜǎ ǎǳŎƘ ŀǎ άƎŀȅ ōƻȅέΦ L ŀƳ ŀ ǇŀǊŀƴƻƛŘ ǇŜǊǎƻƴΣ ŀƴŘ L ŀŘƳƛǘ ǘƻ ǘƘŀǘΣ ǎƻ L 
ŘƛŘƴΩǘ ƪƴƻǿ ƛŦ ƛǘ ǿŀǎ ŀ ƧƻƪŜ ƻǊ ŀƴȅǘƘƛƴƎΣ ōǳǘ ƛǘ ŘƛŘƴΩǘ ŦŜŜƭ ƭƛƪŜ ŀ ƧƻƪŜΣ ŀƴŘ ȅƻǳ 
ŘƻƴΩǘ Ƨǳǎǘ ǊŀƴŘƻƳƭȅ Ǝƻ ƻƴ ǎƻƳŜƻƴŜΩǎ CŀŎŜōƻƻƪ ǇŀƎŜ ŀƴŘ Ŏŀƭƭ ǘƘŜƳ άƎŀȅ 
ōƻȅέΦ LǘΩǎ ƴƻǘ ƴƛŎŜ ǘƻ Řƻ ǘƘŀǘΦ ¸ŜŀƘΣ L ǘƻƻƪ ǘƘŀǘ ǊŜŀƭƭȅ ƻŦŦŜƴǎƛǾŜƭȅΦ 

 

Int: How did your mum and stepdad respond to this bullying? 

 

Owen: They were more than aware of it, with me coming home crying at 
night because of it happening. It was pretty damn obvious. So, they would 
Ŏŀƭƭ ǘƘŜ ǎŎƘƻƻƭ ǊŜǇŜǘƛǘƛǾŜƭȅΣ ōǳǘ ǘƘŜȅ ŘƛŘƴΩǘ ƪƴƻǿ ǘƘŜ ŜȄǘŜƴǘ ƻŦ ǘƘŜ ōǳƭƭȅƛƴƎ 
until people started writing stuff on the bus windows. And they noticed the 
ōǳǎ ŎƻƳƛƴƎ Ǉŀǎǘ ŀƴŘ ǘƘŜ ǎǘǳŦŦ ǿǊƛǘǘŜƴ ŀōƻǳǘ ƳŜΣ ǎƻ ǘƘŀǘΩǎ ǿƘŜƴ ǘƘŜȅ ǊŜŀƭƛǎŜŘ 
ǘƘŀǘ ǘƘƛǎ ǎǘǳŦŦ ǿŀǎ ǎŜǊƛƻǳǎΣ ŀƴŘ ǘƘŜ ǎŎƘƻƻƭ ǿŜǊŜƴΩǘ ŘƻƛƴƎ ŀƴȅǘƘƛƴƎ ŀōƻǳǘ ƛǘΦ Lǘ 
kept happening and happening and eventually my parents walked into school 
ƻƴŜ Řŀȅ ŀƴŘ ǎŀƛŘΣ ά¢ƘŀǘΩǎ ƛǘΣ ǿŜΩǊŜ ǘŀƪƛƴƎ ƻǳǊ ŎƘƛƭŘ ƘƻƳŜ ǳƴƭŜǎǎ ȅƻǳ Ŏŀƴ ǎƻǊǘ 
ƛǘ ƻǳǘΦέ ¢ƘŜȅ ǘƻƻƪ ƳŜ ƘƻƳŜ ŀƴŘ ǿŜ ŎŀƳŜ ōŀŎƪ ǘƘŜ ƴŜȄǘ Řŀȅ ŀƴŘ ǘƘŜ ƘŜŀŘ 
teacher let me do my lessons and my work somewhere else and just sit out of 
lessons for a ǿƘƛƭŜ ōŜŎŀǳǎŜ L ŎƻǳƭŘƴΩǘ ŎƻǇŜΦ 

 

And my parents were getting more emotionally stressed then I ever was, 

worrying about many of the things alongside the bullying, and so they were 

problems at home, problems with money because of the dance, because it is 

very expensive, and I was doing freestyle competitions and the entries were 

about 20 quid per person. If you won there was no prizemoney, only a 

trophy. And it put us in a really bad financial state; we were coping with 

bullying as 
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well as the home situation and it was this massive clatter of problems for 
two or three years and so it was hectic. 

 
 
 

 

My analysis suggests that male dancers were not the only victims of bullying; in a 

 

ƳƛƴƻǊƛǘȅ ƻŦ ŎŀǎŜǎΣ ǎǳŎƘ ŀǎ hǿŜƴΩǎΣ ǇŀǊŜƴǘǎ ǘƻƻ ǿŜǊŜ ŀŦŦŜŎǘŜŘΦ aƻǊŜƻǾŜǊΣ hǿŜƴΩǎ 

 

case study highlights the considerable financial and emotional costs incurred by 

 

ǇŀǊŜƴǘǎ ǘƻ ǎǳǇǇƻǊǘ ǘƘŜƛǊ ǎƻƴΩǎ ŘŀƴŎƛƴƎ ŀƴŘ ǘƘŜ ŀǘǘŜƴŘŀƴǘ ǎŀŎǊƛŦƛŎŜǎ ŀƴŘ ǘŜƴǎƛƻƴǎ ǘƘŀǘ 

 

could entail, even for a relatively affluent middle-class family such as his. 
 
 
 

 

²ƘƛƭŜ ǎŜŎƻƴŘŀǊȅ ǎŎƘƻƻƭǎ ƭƛƪŜ hǿŜƴΩǎ ŀǊŜ ƻōƭƛƎŀǘŜŘ ǘƻ ǎǳǇǇƻǊǘ ǘƘŜƛǊ ǇǳǇƛƭǎ ŀƴŘ 

 

ensure their wellbeing, my analysis finds that beyond a reliance on implementing 

 

ǎŎƘƻƻƭǎΩ ŀƴǘƛ-bullying policies, no additional or coordinated support strategies 
 

between agencies (such as between home, dance school and secondary school) are 

 

in place for male dancers. As Marc, a dance teacher, commented: 

 

We know that boys can have a tough time of it if they want to dance. And 
we, as teachers do ǘƘŜ ōŜǎǘ ǿŜ ŎŀƴΣ ōǳǘ ƛƴ ŀƭƭ ƘƻƴŜǎǘȅΣ ƛǘΩǎ ƴƻǘ ǾŜǊȅ ƳǳŎƘΦ LΩǾŜ 
known so many boys give up on their dancing because of bullying and what 
ƴƻǘΦ L ŘƻƴΩǘ ǘƘƛƴƪ ǘƘƛƴƎǎ ŀǊŜ ƳǳŎƘ ŘƛŦŦŜǊŜƴǘ ƴƻǿΦ ²Ŝ ƴŜŜŘ ǘƻ ƻŦŦŜǊ ōŜǘǘŜǊ 
ǎǳǇǇƻǊǘ ǘƻ ōƻȅǎ ŀƴŘ ǘƘŜƛǊ ŦŀƳƛƭƛŜǎ ōŜŎŀǳǎŜ ƛǘΩǎ ŀ ōƛƎ ǇǊƻōƭŜƳΦ !ƴŘ ǿŜ ŘƻƴΩǘ 
ǊŜŀƭƭȅ ƘŀǾŜ ŎƻƴǘŀŎǘ ǿƛǘƘ ǘƘŜώŘŀȅϐ ǎŎƘƻƻƭǎ ŀƴŘ ǘƘŀǘΩǎ ǿƘŜǊŜ ǘƘŜ ǘǊƻǳōƭŜ ƛǎΦ ¢ƘŜ 
dance teaching organisations could do something too. We could have an 
ŀŘǾƛŎŜ ƭƛƴŜ ƻǊ ŀ ōǳƭƭȅƛƴƎ ƘƻǘƭƛƴŜΣ ōǳǘ L ŎŀƴΩǘ ǎŜŜ ǘƘŀǘ ƘŀǇǇŜƴƛƴƎ ŀƴȅ ǘƛƳŜ ǎƻƻn. 
It might need a tragedy before anything is done. 

 
 
 

 

L ǿŀǎ ƛƴǘŜǊŜǎǘŜŘ ƛƴ ōƻȅǎΩ ǾƛŜǿǎ ƻƴ ǿƘŜǘƘŜǊ ǘƘƛǎ ōǳƭƭȅƛƴƎ ŎƻǳƭŘ ōŜ ǎǘƻǇǇŜŘ ōȅ ǘƘŜƛǊ 

 

ǎŎƘƻƻƭǎΦ DŜƻǊƎŜΩǎ ǊŜǇƭȅ όōŜƭƻǿύ ƛǎ ǊŜǇǊŜǎŜƴǘŀǘƛǾŜ ƻŦ ŀ ǇŜǎǎƛƳƛǎǘƛŎ ŎƻƴǎŜƴǎǳǎ ƻƴ ǘƘŜ 

 

perceived inevitability of bullying, and a telling comment on the culturally embedded 
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attitudes towards transgressive masculinities which appear to thwart moves 

towards a more inclusive society. 

 

Int: And do you think the schools could do anything to stop this homophobic 
bullying? 

 

George: They can, they can find the person and say stop that or put them 
ƛƴ ŘŜǘŜƴǘƛƻƴΣ ōǳǘ ƛǘΩǎ ƴƻǘ ǊŜŀƭƭȅ ƎƻƛƴƎ ǘƻ ŎƘŀƴƎŜ ǘƘŜ ǇŜǊǎƻƴΩǎ ŀǘǘƛǘǳŘŜΣ ΨŎƻǎ 
ǘƘŜȅΩǊŜ ŀƭǿŀȅǎ ƎƻƛƴƎ ǘƻ ǘƘƛƴƪ ǿƘŀǘ ǘƘŜȅΩǊŜ ƎƻƛƴƎ ǘƻ ǘƘƛƴƪΣ ȅƻǳ ŎŀƴΩǘ ǊŜŀƭƭȅ 
change that, so I think they can only do so much really. 

 
 
 

 

сΦп 9ȄǇƭƻǊƛƴƎ ǘƘŜ ƭƛƳƛǘǎ ƻŦ ΨLƴŎƭǳǎƛǾŜ aŀǎŎǳƭƛƴƛǘȅΩ 

 

In light of the above findings of bullying, marginalisation and stigmatisation of young 

male dancers in their secondary schools, it is now apt to consider what this implies 

ŦƻǊ ǘƘŜ ǳǘƛƭƛǘȅ ƻŦ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅ ǘƘŜƻǊȅΨ ό!ƴŘŜǊǎƻƴΣ нллфύΦ !ǎ ƻǳǘƭƛƴŜŘ 

ǇǊŜǾƛƻǳǎƭȅΣ ŎŜƴǘǊŀƭ ǘƻ La¢ ƛǎ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨƎŀȅ ŘƛǎŎƻǳǊǎŜΩΣ ǿƘƛŎƘ ŘŜǎŎǊƛōŜǎ ǘƘŜ ǳǎŜ 

of language that has a homosexual theme, but which is not homophobic. This was so 

termed by McCormack & Anderson (2010) as an attempt to understand how the 

effect of homosexually themed language could vary according to social context. 

Their research, which generated ethnographic data from heterosexual rugby players, 

revealed that while players voiced pro-gay attitudes and had openly gay friends, they 

nonetheless used phrases like άŘƻƴΩǘ ōŜ Ǝŀȅέ and άǘƘŀǘΩǎ ǎƻ Ǝŀȅέ. 

 

 

¢ƘŜ ǊŜǎŜŀǊŎƘŜǊǎ ŀǎǎŜǊǘŜŘ ǘƘŀǘ ǘƘƛǎ Ǉƻǎƛǘƛƻƴ ǿŀǎ ŎƻƴǎƛǎǘŜƴǘ ōŜŎŀǳǎŜ ΨƎŀȅΩ ƘŀŘ ǘǿƻ 

meanings; it referreŘ ǘƻ ǎŜȄǳŀƭƛǘȅ ƛƴ ǎƻƳŜ ŎƻƴǘŜȄǘǎ ŀƴŘ ƳŜŀƴǘ ΨǊǳōōƛǎƘΩ ƛƴ ƻǘƘŜǊǎ 

(Lalor & Rendle-Short, 2007) and so, it was argued, the two meanings were 

wholly independent of each other. McCormack concluded that: 
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¢ƘŜ ǿƻǊŘ ΨƎŀȅΩ Ƙŀǎ ōŜŜƴ ǳǎŜŘ ŀǎ ŀƴ ŜȄǇǊŜǎǎƛƻƴ ƻŦ ŘƛǎǇƭŜŀǎǳǊŜ ǿƛǘƘƻǳǘ 
intending to reflect or transmit homophobia in many contemporary 
youth settings (McCormack, 2011, p. 670) 

 
 
 

 

aŎ/ƻǊƳŀŎƪ ŀŎŎƻǳƴǘŜŘ ŦƻǊ ǘƘƛǎ ōȅ ǳǘƛƭƛǎƛƴƎ hƎōǳǊƴΩǎ ǘƘŜƻǊȅ ƻŦ ΨŎǳƭǘǳǊŀƭ ƭŀƎΩ όOgburn, 

1950), a phenomenon whereby άǘǿƻ ǊŜƭŀǘŜŘ ǎƻŎƛŀƭ ǾŀǊƛŀōƭŜǎ ōŜŎƻƳŜ ŘƛǎŀǎǎƻŎƛŀǘŜŘ 

ōŜŎŀǳǎŜ ǘƘŜƛǊ ƳŜŀƴƛƴƎǎ ŎƘŀƴƎŜ ŀǘ ŘƛŦŦŜǊŜƴǘ ǊŀǘŜǎέ (McCormack, 2012), or simply 

put, in this instance, these rugby players were using language that lagged behind 

their pro-gay attitudes. 

 

 

However, other scholars disagree, and, for instance, find the phrase άǘƘŀǘΩǎ ǎƻ ƎŀȅΩέ 

to be homophobic (e.g. Sanders, 2008; DePalma & Jennett, 2010). Similarly, research 

with male undergraduates on university campuses in the USA concluded that this 

ŜȄǇǊŜǎǎƛƻƴ ǿŀǎ άa sexual orientation microaggression that can contribute to a hostile 

ŜƴǾƛǊƻƴƳŜƴǘ ŦƻǊ ƭŜǎōƛŀƴΣ Ǝŀȅ ŀƴŘ ōƛǎŜȄǳŀƭ ό[D.ύ ǎǘǳŘŜƴǘǎέ (Woodford et al., 2012, 

ǇΦпмсύΦ LǊǊŜǎǇŜŎǘƛǾŜ ƻŦ ƻƴŜΩǎ Ǉƻǎƛǘƛƻƴ ǘƘƻǳƎƘΣ ƛƴ ŎƻƴǎƛŘŜǊƛƴƎ ǘƘŜ Ǿŀlidity and utility of 

IMT, contextual factors, such as the degree of intimacy in social relationships, are 

also hugely significant. For instance, according to McCormack & Anderson (2010), 

some heterosexual males use homosexually themed language as a form of social 

bonding, in which case it can have a positive social effect. However, as McCormack 

later acknowledged: 

 
Whether language is considered homophobic, or whether it is better 
conceptualised as fag discourse, gay discourse or pro-gay language, is 
primarily dependent on the homohysteria of the setting. (McCormack, 2011, 
p.664) 
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Homohysteria, defined as a άƘƻƳƻǎŜȄǳŀƭƭȅ-panicked culture in which suspicion [of 

 

ƘƻƳƻǎŜȄǳŀƭƛǘȅϐ ǇŜǊƳŜŀǘŜǎέ (Anderson, 2011, p.737), has also been described as 
  
άǘƘŜ ǎƻŎƛŀƭ ŦŜŀǊ ōŜƛƴƎ ǎƻŎƛŀƭƭȅ ǇŜǊŎŜƛǾŜŘ ŀǎ Ǝŀȅέ (Anderson, 2009, cited in Roberts, 
  
2014, p.132). According to Anderson, in order for homohysteria to exist, three  
 
variables must coincide: 

 

ŀ Ƴŀǎǎ ŀǿŀǊŜƴŜǎǎ ǘƘŀǘ ƘƻƳƻǎŜȄǳŀƭƛǘȅ ŜȄƛǎǘǎ ŀǎ ŀ ǎǘŀǘƛŎ ǎŜȄǳŀƭ ƻǊƛŜƴǘŀǘƛƻƴΧ 
a cultural zeitgeist of disapproval of homosexuality, and the femininity that 
ƛǎ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ƛǘΧŀƴŘ ǘƘŜ ƴŜŜŘ ŦƻǊ ƳŜƴ ǘƻ ǇǳōƭƛŎƭȅ ŀƭƛƎƴ ǘƘŜƛǊ ǎƻŎƛŀƭ 
identities with heterosexuality (compulsory heterosexuality) in order to avoid 
homosexual suspicion. In other words, a homophobic culture may look 
disparagingly at homosexuality, but without mass cultural suspicion one 
might be gay it is not a culture of homohysteria. (Anderson, 2009, p.7) 

 
 
 

 

In their secondary school contexts, I have found little evidence to suggest that most 

 

young male dancers are benefiting from inclusive forms of masculinity. Yet, taken 

 

societally, there has been a shift in some areas of masculinity, from more orthodox 

 

to more inclusive forms, as noted by a swathe of research (e.g. Swain, 2000, 2006;  
 
Heasley, 2005; Kaplan, 2005; Pringle & Markula, 2005; McCormack, 2009). For 

 

instance, there exists a much improved and more visible social and political 

 

landscape for gays and lesbians (e.g. Barnett & Thomson, 1996; Loftus, 2001; 

 

Anderson, 2005a, 2008), although issues of gender and other inequalities remain. 
 
 
 

 

Moreover, as other researchers have found, progress towards a more general 

 

culture of inclusive masculinity has been disappointingly slow, as evidenced by 

 

ŦƛƴŘƛƴƎǎ ƛƴǘƻ ǇǊƻōƭŜƳŀǘƛŎ ƳŀǎŎǳƭƛƴƛǘƛŜǎΣ ƴƻǘŀōƭȅ ƻƴ ΨƭŀŘŘƛǎƘΩ ŎǳƭǘǳǊŜǎ ƛƴ ǎŎƘƻƻƭǎ όŜΦƎΦ 

 

Frosh et al., 2002; Francis & Archer, 2005; Jackson, 20лсōύ ŀƴŘ ΨƭŀŘŘƛǎƳΩ ƛƴ ƘƛƎƘŜǊ 

 

          education settings (e.g. Dempster, 2009, 2011; Jackson & Dempster, 2009; Phipps & 
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Young, 2013). Here, among other things, sexism, misogyny and homophobia are 

recurrent themes; the latter, especially, chimes with the experiences of the majority 

of my research participants who have found life in secondary schools continues to be 

difficult ŦƻǊ ǇŜƻǇƭŜ ƭƛƪŜ ǘƘŜƳ ǿƘƻ ŘƻƴΩǘ ΨŦƛǘ ƛƴΩ ǘƻ ƴƻǊƳŀǘƛǾŜ ŜȄǇŜŎǘŀǘƛƻƴǎΦ WŀŎƪǎƻƴ 

ƴƻǘŜŘ ǘƘŀǘ ά Χ many boys are reluctant to engage with materials or activities 

ǊŜƎŀǊŘŜŘ ŀǎ ŀ ΨŦŜƳƛƴƛƴŜΩ ŦƻǊ ŦŜŀǊ ƻŦ ōŜƛƴƎ hǘƘŜǊŜŘΣ ƘŀǊŀǎǎŜŘ ŀƴŘ ōǳƭƭƛŜŘέ (Jackson, 

2006b, p.128). The evidence presented here suggests, that in some secondary school 

contexts, little has changed. 

 

 

To illustrate further, the 2017 Ψ{ŎƘƻƻƭ wŜǇƻǊǘΩ (Stonewall, 2017), an annual 

publication on the experiences of over 3700 lesbian, gay, bi and trans young people 

ƛƴ .ǊƛǘŀƛƴΩǎ ǎŎƘƻƻƭǎ ŎƻƴŎƭǳŘŜŘ ǘƘŀǘΥ 

 

 45% of LGBT pupils were bullied for being LGBT at school 

 

 рн҈ ƘŜŀǊŘ ƘƻƳƻǇƘƻōƛŎ ƭŀƴƎǳŀƎŜ ΨŦǊŜǉǳŜƴǘƭȅΩ ƻǊ ΨƻŦǘŜƴΩ ŀǘ ǎŎƘƻƻƭ 

 

 ус҈ ǊŜƎǳƭŀǊƭȅ ƘŜŀǊŘ ǇƘǊŀǎŜǎ ǎǳŎƘ ŀǎ ΨǘƘŀǘΩǎ ǎƻ ƎŀȅΩ ƻǊ ΨȅƻǳΩǊŜ ǎƻ ƎŀȅΩ ƛƴ ǎŎƘƻƻƭ 

 

 45% of LGBT pupils who were bullied for being LGBT never told anyone 
about the bullying 

 

 Only 29% of bullied LGBT pupils said their teachers intervened when 
they were present during the bullying 

 

 68% about LGBT pupils reported that teachers or school staff only  
ΨǎƻƳŜǘƛƳŜǎΩ ƻǊ ΨƴŜǾŜǊΩ ŎƘŀƭƭŜƴƎŜŘ ƘƻƳƻǇƘƻōƛŎΣ ōƛǇƘƻōƛŎ ŀƴŘ ǘǊŀƴǎǇƘƻōƛŎ 
language when they heard it 

 
 
 

 

Despite these findings, some things have changed for the better since the 

ǇǳōƭƛŎŀǘƛƻƴ ƻŦ ǘƘŜ ŦƛǊǎǘ Ψ{ŎƘƻƻƭ wŜǇƻǊǘΩ in 2007. Now, lesbian, gay and bi pupils are 

less likely to experience homophobic and biphobic bullying at school, falling from 
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65% in 2007 to 55% in 2012 and to 45% in 2017. Similarly, LGBT pupils reported that 

homophobic language in schools, while still prevalent, is on the decrease, from 71% 

in 2007, 68% in 2012 to 52% in 2017. As such, there is cause for optimism, but my 

findings suggest the longevity of problematic gender essentialism and regulation 

among some young people. 

 

 

Furthermore, my analysis suggests that while the male dancers practised inclusive 

masculinity themselves, they were also aware of their transgressive behaviour (of 

being a male dancer) and so were unsurprised by the negative consequences that 

flowed from contesting such gender essentialism. Owen (15), was not untypical 

when he stated άƻōǾƛƻǳǎƭȅΣ ǇŜƻǇƭŜ ǿƛƭƭ ƧǳŘƎŜ ƛǘ ώōŜƛƴƎ ŀ ƳŀƭŜ ǿƘƻ ŘŀƴŎŜǎϐ ŀƴŘ ƳŀƪŜ 

ŎƻƳƳŜƴǘǎ ƻƴ ƛǘέ. Iƛǎ ǳǎŜ ƻŦ ǘƘŜ ŀŘǾŜǊō ΨƻōǾƛƻǳǎƭȅΩ ǎǳƎƎŜǎǘǎ ŀ ǎŜƭŦ-evident 

acceptance of this binary and an unwitting reproduction of the dominant discourses 

which he was instrumental in contesting. However, alongside this, all of the young 

ƳŀƭŜ ŘŀƴŎŜǊǎ ŜȄƘƛōƛǘŜŘ ǇƭŜŀǎƛƴƎƭȅ ƛƴŎƭǳǎƛǾŜ ŀǘǘƛǘǳŘŜǎ ǘƻǿŀǊŘǎ ǘƘŜƛǊ ǇŜŜǊǎΣ άa live and 

let liveέ ǘȅǇŜ ƻŦ ƳŜƴǘŀƭƛǘȅ ŀccording to Caleb όмпύ ƻǊ ŀǎ ŜȄǇƭŀƛƴŜŘ ōȅ !ƭŀƴ όмтύΣ άI 

ŘƻƴΩǘ ƘŀǾŜ ŀ ǇǊƻōƭŜƳ ǿƛǘƘ Ƙƻǿ ƻǘƘŜǊǎ ŎƘƻƻǎŜ ǘƻ ƭƛǾŜ ǘƘŜƛǊ ƭƛǾŜǎΧƛǘ ǿƻǳƭŘ ōŜ ƴƛŎŜ ƛŦ 

everyone thought that, but there are too many people making judgementsέΦ 

 
 
 

One young participant, Neil (11), held a clear binary view of gender in relation to 

ŘŀƴŎŜΦ IŜ ŎƻƳƳŜƴǘŜŘΣ άL ƪƴƻǿ ƛǘΩǎ ƳƻǊŜ ƭƛƪŜ ŦƻǊ ƎƛǊƭǎ ƛǎ ŘŀƴŎƛƴƎΣ ōǳǘ ƛǘΩǎ ǎƻǊǘ ƻŦ Ƴȅ 

ŘŜŎƛǎƛƻƴ ǘƻ Ƨƻƛƴ ƛƴΣ ŀƴŘ ƛǘΩǎ Ƴȅ ŘŜŎƛǎƛƻƴ ƛŦ L ǿŀƴǘ ǘƻ ōŜ ƳƻǊŜ ƳŀǎŎǳƭƛƴŜ ƻǊ ƳƻǊŜΣ ƳƳƳΣ 

ƎƛǊƭƛǎƘ ŀǘ ŘŀƴŎƛƴƎ ǘƘƛƴƎǎέΦ That some young people like Neil retain essentialist views 

is unsurprising to scholars (e.g. Renold, 2005), who have long established the 
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ǇƻǘŜƴŎȅ ƻŦ ȅƻǳƴƎ ǇŜƻǇƭŜΩǎ ōƛƴŀǊȅ ǘƘƛƴƪƛƴƎ ŀƴŘ ŘŜǾƛǎŜŘ ǎǘǊŀǘŜƎƛŜǎ ǘƻ ŜǊƻŘŜ ƛǘΦ 

Paechter (1998) writing about the relational nature of gender, observed that 

ōƻǳƴŘŀǊƛŜǎ ōŜǘǿŜŜƴ ōƻȅǎ ŀƴŘ ƎƛǊƭǎ ŀǊŜ ŎƻƴǎǘǊǳŎǘŜŘ ǘƘǊƻǳƎƘ ǘƘŜ άhǘƘŜǊƛƴƎέ ƻŦ ǘƘŜ 

opposite sex, particularly on the part of boys, but also by girls. Challenging this view 

remains a work in progress. 

 

 

As my findings confirm, in secondary schools a form of regulatory surveillance 

ŜȄƛǎǘǎ ǿƘƛŎƘ Ŏŀƴ ǎŜǊǾŜ ǘƻ ƻǇǇǊŜǎǎ ǘǊŀƴǎƎǊŜǎǎƛǾŜ ƛƴŘƛǾƛŘǳŀƭǎ ǎǳŎƘ ŀǎ ΨǳƴŎƻƻƭΩ ǇǳǇƛƭǎ 

(e.g. geeks, swots) or boys who dance. However, although school cultures can and 

do reinforce particular models of masculinity, especially heteromasculinity, and 

boys who transgress this discourse are often subject to hate speech and bullying 

from peers (e.g. Dunning, 1986; Scraton, 1995; Kehily & Nayak, 2007), my findings 

also indicate that four young male dancers escaped this censure. The following 

section offers an explanation for this. 

 
 
 

сΦр .ƻȅǎ ǿƘƻ ŀǊŜƴΩǘ ōǳƭƭƛŜŘ ς how so? 

 

Despite the gloomy scenario above, data analysis revealed that four boys reported 

no bullying or negative consequences at school from being a dancer, and so it was 

necessary to ŀŎŎƻǳƴǘ ŦƻǊ ǘƘƛǎΦ ¢ǿƻ ŦŀŎǘƻǊǎ ǿŜǊŜ ƛŘŜƴǘƛŦƛŜŘΤ ǎǳǎǘŀƛƴƛƴƎ ŀ ΨǎŜŎǊŜǘΩ 

dancer identity and attending a supportive secondary school. 

 
 
 

6.5.1 Secrecy 
 

hŦ ǘƘŜ мп ΨǎŜŎǊŜǘΩ ŘŀƴŎŜǊǎΣ ƻƴƭȅ ǘǿƻΣ .ƛƭƭȅ ŀƴŘ WŀŎƻōΣ ƳŀƴƎŜŘ ǘƻ ǎǳǎǘŀƛƴ ǘƘƛǎ ŀƴŘ ǿŜǊŜ 

ƴƻǘ ΨŦƻǳƴŘ ƻǳǘΩ ōȅ ǇŜers from their secondary school. Jacob (11), danced for a 
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couple of years, spanning the transfer from primary to secondary school but like 

Billy, he managed to maintain his secret and experienced no negative consequences. 

To minimise the risk of exposure, establishing a clear demarcation of home life from 

school life was important to him: 

 

Int: Did you tell your school friends when you started dancing or that 
you were a dancer? 

 

WŀŎƻōΥ bƻΣ L ŘƛŘƴΩǘ ƳŜƴǘƛƻƴ ǘƻ ǘƘŜƳΦ L ŘƛŘƴΩǘ ǎŀȅ ŀƴȅǘƘƛƴƎ ŀōƻǳǘ ƛǘΦ L ƧǳǎǘΧ 
ƳŀȅōŜ L ŘƛŘƴΩǘ ŦƛƴŘ ǘƘŀǘ ƛǘ ǿŀǎ ǘƘŜƛǊ ōǳǎƛƴŜǎǎΣ ƻǊ ƳŀȅōŜ L ƘŀŘ ǎƻƳŜ ǎƻǊǘ ƻŦ 
ǘƘƻǳƎƘǘ ǘƘŀǘ L ƳƛƎƘǘ ƎŜǘ ǇƛŎƪŜŘ ƻƴ ƻǊ ǎƻƳŜǘƘƛƴƎ ƭƛƪŜ ǘƘŀǘΦ L ŘƻƴΩǘ ƪƴƻǿΣ L 
ŎŀƴΩǘ ǊŜƳŜƳōŜǊ. 

 
 
 

 

Billy, meanwhile, whose appetite for dance was whetted at an after-school dance 

club at his small co-educational independent school, then joined a weekend stage 

school class after moving to an all-boys grammar school with no dance provision. In 

ǘƘŜ ŎǳƭǘǳǊŜ ƻŦ Ƙƛǎ ōƻȅǎΩ ǎŎƘƻƻƭ ǘƘŜǊŜ ǿŀǎ άŀ ǎŎǊŀƳōƭŜ ǘƻ ōŜ ǘƘŜ ŀƭǇƘŀ ƳŀƭŜέ, but as 

an arts-ƻǊƛŜƴǘŀǘŜŘ ōƻȅ ŀǎ ƻǇǇƻǎŜŘ ǘƻ ŀ ΨǎǇƻǊǘȅΩ ƻƴŜΣ ƘŜ ƻǇǘŜŘ ŦƻǊ ǎƛƭŜƴŎŜ ŀōƻǳǘ Ƙƛǎ 

dancing and so escaped censure. In resorting to secrecy, Billy and Jacob suggest a 

continued unease with their hypermasculine school cultures. 

 
 

6.5.2 Supportive schools 

 

A further two boys benefitted from attending supportive secondary schools. Lucas 

 

(15) told me that on first entering high school he had άƘŜŀǊŘ ƘƻǊǊƻǊ ǎǘƻǊƛŜǎ ƻŦ 

people ƎŜǘǘƛƴƎ ōǳƭƭƛŜŘ ŦƻǊ ŘŀƴŎƛƴƎ ŀƴŘ ǎƻ L ŘƛŘƴΩǘ ŀŘǾŜǊǘƛǎŜ ǘƘŜ ŦŀŎǘ ǘƘŀǘ L ŘƛŘ ƛǘέ. 

Although άǎŎŀǊŜŘ ǘƘŀǘ ǇŜƻǇƭŜ ǿƻǳƭŘ ōǳƭƭȅ ƳŜ ŦƻǊ ōŜƛƴƎ ŀ ŘŀƴŎŜǊέ, his fears did not 

materialise, even after he was revealed to be a dancer. He reflected, άL ǿŀǎ ǉǳƛǘŜ 

worried at first, but no one actually said anything to me about it in a negative 

sensŜΧ ōǳǘ L ǘƘƛƴƪ ǎƻƳŜ ǇŜƻǇƭŜ ƳƛƎƘǘ ƘŀǾŜ ǘƘƻǳƎƘǘ L ǿŀǎ Ǝŀȅ ōŜŎŀǳǎŜ L ŘƛŘ ōŀƭƭŜǘΦέ 
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Instead, Lucas received support from his form teacher, herself an experienced  
 
dancer, and from his peers. He recalled:  

 

 

I think it was probably about year 9, when I was about 14, and I had done 

ǘƘŜ 9ƴƎƭƛǎƘ ¸ƻǳǘƘ .ŀƭƭŜǘΣ ōǳǘ LΩŘ ƴƻǘ ōŜŜƴ ƛƴ ǘƘŜ ώƴŜǿǎϐ ǇŀǇŜǊΣ ōǳǘ Ƴȅ ŦƻǊƳ 

tutor had found out and she had done a card to give to me and so then my 

form found out and then they wanted to put me in the school magazine for 

it. 
 

 

[ǳŎŀǎ ǿŀǎ ŦƻǊǘǳƴŀǘŜ ǘƻ ŀǘǘŜƴŘ ŀ ǎŎƘƻƻƭ ǿƛǘƘ ŀ ΨǇŜǊŦƻǊƳƛƴƎ ŀǊǘǎΩ ǎǇŜŎƛŀƭƛǎǘ ǎǘŀǘǳǎ 

 

where, per week, one hour of dance was taught in rotation with one hour of drama 

 

              to all pupils in Years Seven and Eight. Dance was also available at GCSE and 

 

Advanced level, taught by specialist teachers in well-equipped classrooms and 

 

studios. An enriching curriculum of school shows, musicals and suchlike was also a 

 

feature of the school, an academically successful local authority comprehensive, 

 

raǘŜŘ ŀǎ ΨDƻƻŘΩ ōȅ hC{¢95Σ ŀƴŘ ǎƛǘǳŀǘŜŘ ƛƴ ŀ ǇǊŜŘƻƳƛƴŀƴǘƭȅ ǿƻǊƪƛƴƎ-class area in 
 

[ŀƴŎŀǎƘƛǊŜΦ !ǎ [ǳŎŀǎΩǎ ƳƻǘƘŜǊΣ WǳŘƛǘƘΣ ŎƻƳƳŜƴǘŜŘΣ άwe felt the school was very 

 

ǎǳǇǇƻǊǘƛǾŜ ƻŦ ǘƘŜ ǇŜǊŦƻǊƳƛƴƎ ŀǊǘǎ ŀƴŘ ǊŜǎǇŜŎǘŜŘ ǘƘŜƳέ. Alongside a strong 
 

behaviour policy, the school also placed diversity and inclusion at its heart, she said: 
 
 

I remember in the first term of high school, they did several projects about 
Ψ[ŜǘΩǎ ŎŜƭŜōǊŀǘŜ ƻǳǊ ŘƛŦŦŜǊŜƴŎŜǎέΣ ŀōƻǳǘ Ƙƻǿ ǿŜ ŀǊŜ ŀƭƭ ŘƛŦŦŜǊŜƴǘΣ ŀƴŘ 
looking at race, looking at sexuality, looking at size, looking at all sorts of 
different features, which I felt was really positive. 

 
 
 

 

Such a school culture can help to dismantle stereotypes and allow individuals to 

 

thrive, free from the constraints of gender (or other) normativities. Underpinned by 
 

a robust and enforced anti-bullying policy, strong leadership and governance, such 

 

schools are models of good practice for their inclusive and diverse arts provision. 

 

Clearly, we need more of them. 
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Meanwhile, by way of contrast, two other participants, Owen (15) and George (13), 

 

were much less fortunate ς at least initially. After suffering severe and sustained 

 

bullying at their (separate) secondary schools, they and their families decided to 

 

ŎƘŀƴƎŜ ǎŎƘƻƻƭǎΦ !ŎŎƻǊŘƛƴƎ ǘƻ hǿŜƴΩǎ ŦŀǘƘŜǊΣ ǘƘƛǎ ǿŀǎ ŀƴ ŀǘǘŜƳǇǘ ŀǘ άŀ ŦǊŜǎƘ ǎǘŀǊǘέ 

 

since the relationship with the school had broken down irretrievably. He 

 

ŎƻƳƳŜƴǘŜŘΣ άthey had failed us by not tackling the bullying and we were left to sort 

 

it out the oƴƭȅ ǿŀȅ ǿŜ ŎƻǳƭŘΣ ŀƴŘ ǘƘŀǘ ǿŀǎ ǘƻ ƳƻǾŜ ƻƴέΦ 
 
 
 

 

{ƛƳƛƭŀǊƭȅΣ DŜƻǊƎŜ όмоύ ŀƭǎƻ ŦŜƭǘ ŎƻƳǇŜƭƭŜŘ ǘƻ ƳƻǾŜ ǎŎƘƻƻƭΣ όŦǊƻƳ ŀ ōƻȅǎΩ ƭŀǊƎŜ 

 

independent school to a small co-educational one), because: 
 

 

 Mmm, well, I never really thought I could properly say or express what I 
ǿŀƴǘŜŘ ǘƻ ǎŀȅ ƻǊ ŜȄǇǊŜǎǎΧ L ǿŀǎ ŎŀƭƭŜŘ Ǝŀȅ ŀ ƭƻǘ Ƨǳǎǘ ōŜŎŀǳǎŜ ƻŦ ǘƘŜ ǿŀȅ L 
ŀŎǘŜŘ ŀƴŘ ΨŎƻǎ L ǿŀǎƴΩǘ ŀŦǊŀƛŘ ƻŦ ǇŜƻǇƭŜ ǘƻ ƳŀƪŜ Ŧǳƴ ƻŦ ƳŜΣ ƻǊ ŀŦǊŀƛŘ ǘƻΣ ƭƛƪŜΣ 
ŘƻΣ ƭƛƪŜΣ ŎŀƳǇ ǎǘǳŦŦΣ L ǿŀǎ ŎŀƭƭŜŘ Ǝŀȅ ǉǳƛǘŜ ŀ ōƛǘ ǎƻΧ 
 

               

He ǎǳōǎŜǉǳŜƴǘƭȅ ŜƭŀōƻǊŀǘŜŘ ƻƴ ǘƘŜ άŎŀƳǇ ǎǘǳŦŦ ά, explaining , άaƳƳΣ ǎƻ LΩŘ Řƻ ŀ ǿǊƛǎǘ ŦƭƛŎƪ 

ƻǊ ƳƳƳ Χ L ŘƻƴΩǘ ƪƴƻǿΣ Ƨǳǎǘ ƭƛƪŜΣ ŀƘ LΩŘ ǎǇŜŀƪΣ LΩŘ say something in a camp way, LΩŘ ǎŀȅ 

άIŜȅέ ŦƻǊ άIƛέ ŀƴŘ ȅŜŀƘΧέΦ These minor transgressions from the ΨƳŀǎŎǳƭƛƴŜΩ ƎŜƴŘŜǊ ΨǎŎǊƛǇǘΩ 

ƘŀŘ ŀ ǎƛƎƴƛŦƛŎŀƴǘ ŜŦŦŜŎǘ ƻƴ DŜƻǊƎŜΩǎ ǿŜƭƭōŜƛƴƎ ŀƴŘ ǳƭǘƛƳŀǘŜƭȅ ƭŜŘ ǘƻ Ƙƛǎ ŎƘŀƴƎŜ ƻŦ ǎŎƘƻƻƭΦ IŜ 

ŜȄǇƭŀƛƴŜŘ Σέ!ŀƘΣ ƛǘ ƳŀŘŜ ǘƘŜ Řŀȅǎ ƭƻƴƎŜǊΣ ƳƳƳΣ ŀƴŘΧ ŀƴŘ ŀǇǇŀǊŜƴǘƭȅΣ L ǿŀǎ ǉǳƛǘŜ ƎǊǳƳǇȅΣ 

mmm, and when I moved [school]Σ ƳƳƳΣ L ǿŀǎƴΩǘΣ L ǿŀǎƴΩǘ ǎƻ ƎǊǳƳǇȅΣ ŀƴŘ ǘƘŜ ǿƻǊƭŘ ƪƛƴŘŀ 

like brightened up a bitέΦ Describing his life at a new school he concluded: 

 
 

ΧȅŜŀƘΣ ƛǘΩǎ ǉǳƛǘŜ ŀ ƎƻƻŘ ŦŜŜƭƛƴƎ ƛƴ ǘƘŜ ŀƛǊΣ Ƨǳǎǘ ǇŜƻǇƭŜ ƎŜƴǳƛƴŜƭȅ ƴƻǘ ŘƻƛƴƎ 
anything to upset you on purpose. Mmm, well I think changing from the 
ōƻȅǎΩ ǎŎƘƻƻƭ ǘƻ ŀ ƳƛȄŜŘ ǎŎƘƻƻƭ ǿŀǎ ōŜǘǘŜǊ ōŜŎŀǳǎŜ ŀǘ ŀ ōƻȅǎΩ ǎŎƘƻƻƭ 
ȅƻǳΩǊŜ ƪƛƴŘŀ ŜȄǇŜŎǘŜŘ ǘƻ Řƻ ōƻȅǎΩ ǎǘǳŦŦΣ ǎƻ ƭƛƪŜ ƛŦ ȅƻǳΩǊŜ ŀ ōƛǘ ŎŀƳǇ ȅƻǳΩǊŜ 
ƎƻƛƴƎ ǘƻ ƎŜǘ ǘƘŜ ƳƛŎƪ ǘŀƪŜƴ ƻǳǘ ƻŦ ȅƻǳΣ ōǳǘ ŀǘ ŀ ƳƛȄŜŘ ǎŎƘƻƻƭ ǘƘŜȅΩƭƭ Ƨǳǎǘ 
laugh about it. 

 
216 



While these examples reiterate the debilitating effects of gender regulation, coupled 

 

with the failure of some schools to safeguard the wellbeing of their pupils, one 

 

vignette, concerning Janet (formerly James), a transgender participant, gives cause 

 

for optimism. At the time of interview, Janet, a 15-year-old ballroom and 
 

latin-american dancer was undergoing counselling in preparation for hormone 

 

treatment and gender reassignment surgery (male to female) and was presenting as 

 

female. However, Janet was interviewed about her previous experiences as a male 

 

dancer. A pupil at a Church of England high school (now academy) in Greater 

 

Manchester, described by her as a άƳƛȄŜŘΣ ƛƴŎƭǳǎƛǾŜ ŀƴŘ ŎŀǊƛƴƎέ, she commended 

 

ƘŜǊ ǎŎƘƻƻƭΩǎ ŀŎǘƛƻƴǎ ǘƻ ǎŀŦŜƎǳŀǊŘ ƘŜǊΣ commenting: 
 
 

L ŎƻǳƭŘƴΩǘ ƘŀǾŜ ŀǎƪŜŘ ŀƴȅ ƳƻǊŜ ǎǳǇǇƻǊǘ ƛŦ L ǘǊƛŜŘΣ ǘƻ ōŜ ƘƻƴŜǎǘΣ ōŜŎŀǳǎŜ ǘƘŜȅ 
have just been so caring. They have made no fuss about it whatsoever. They 
ŎŀƳŜ ǘƻ ƳŜ ŀōƻǳǘ ǘƘŜ ǿŀȅ L ǇǊŜǎŜƴǘ ƳȅǎŜƭŦ ƛƴ ǎŎƘƻƻƭΣ ǿŜ ŘƛŘƴΩǘ ƘŀǾŜ ǘƻ Ǝƻ ǘƻ 
them. ¢ƘŜȅ ƳŀƪŜ ǎǳǊŜ ǘƘŀǘ LΩƳ ƻƪŀȅΣ ǘƘŀǘ LΩƳ ƴƻǘ ōŜƛƴƎ ōǳƭƭƛŜŘΦ ¢ƘŜǊŜ ŀǊŜ 
ǎǳŎƘ ŀ ŎŀǊƛƴƎ ŀƴŘ ŎƻƴǎƛŘŜǊŀǘŜ ǎŎƘƻƻƭ ŀƴŘ L ŎƻǳƭŘƴΩǘ ƘŀǾŜ ŀǎƪŜŘ ŦƻǊ ƳƻǊŜΦ 

 

L ǊŜŎŜƛǾŜŘ ŎƻǳƴǎŜƭƭƛƴƎ ƛƴ ǎŎƘƻƻƭ ōŜŎŀǳǎŜ ǘƘŜȅ ǿŀƴǘŜŘ ǘƻ ƳŀƪŜ ǎǳǊŜ LΩƳ ƻƪŀȅΣ 

ƴƻǘ ƎŜǘǘƛƴƎ ōǳƭƭƛŜŘ ŀƴŘ LΩƳ ƻƪŀȅ ǿƛǘƘ the process I am going through because  

ƛǘ Ŏŀƴ ōŜ ǾŜǊȅ ǎǘǊŜǎǎŦǳƭ ŀƴŘ ƘŀǊŘ ƻƴ ǇŜƻǇƭŜΦ ¢ƘŜ ŎƻǳƴǎŜƭƭƻǊ ŀǎƪŜŘ ƳŜ ƻƴŎŜΣ Ψ{ƻΣ 
ǿƻǳƭŘ ȅƻǳ ǇǊŜŦŜǊ ǎƻ ǿŜŀǊ ŀ ŦŜƳŀƭŜΩǎ ǳƴƛŦƻǊƳΚΩ ŀƴŘ ǎƻ L ǎŀƛŘ Ψ¸ŜǎΩΦ 

 

 

²ƘƛƭŜ WŀƴŜǘΩǎ ŀŎŎƻǳƴǘ ƛǎ ǊŀǊŜΣ ǘƘŜ ƛƴŎƭǳǎƛǾŜ ƴŀǘǳǊŜ ƻŦ ƘŜǊ ǎŎƘƻƻƭ ŀnd the regular 
 

monitoring of her wellbeing ensured that she could continue to dance without 

 

censure, as she had done before transitioning. Nonetheless, and despite this, she 

 

revealed an acute awareness of the still potent effect of gender regulation in her 
 

school. Asked if she had ever encouraged her male school peers to dance, she 

 

replied: 
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CǊƻƳ ǿƘŀǘ LΩǾŜ ƘŜŀǊŘ ŦǊƻƳ Ƴȅ ƳŀƭŜ ŦǊƛŜƴŘǎΣ ǘƘŜȅ ŀǊŜ ŘŜŦƛƴƛǘŜƭȅ ƳƻǊŜ ŀŦǊŀƛŘ 
of expressing themselves in a way which is stereotyped as having certain 
gender-type labels to it. They are too afraid to go into something as 
expressive as dance because the stereotype is there. So, I definitely think 
there are some people at my school who would like to do something as 
expressive as that but step away from it because they have worries they will 
get that label of being gay. 

 
 
 

 

6.6 Summary 
 

Clearly then, as Janet and others attest, schools are key sites where learner and 

 

gender identities intersect and where the limits of masculinity (and femininity) are 

 

ǇƻƭƛŎŜŘΦ ¢Ƙƛǎ ŎƘŀǇǘŜǊ ǎŜǘ ƻǳǘ ǘƻ ŜȄǇƭƻǊŜ ŘŀƴŎŜǊǎΩ ƭƛǾŜǎ ŀǘ ǎŜŎƻƴŘŀǊȅ ǎŎƘƻƻƭ ŀƴŘ ŦƻǳƴŘ 

 

that most (86%), had experienced regular bullying, marginalisation and stigma (albeit 

 

in varying degrees), simply by transgressing ΨmasculineΩ norms. However, this is a 

 

complex and nuanced picture because of temporal and spatial differences, as well as 

 

ǘƘŜ ƎŜƴŘŜǊ ΨŎƭƛƳŀǘŜΩ ǿƛǘƘƛƴ ƛƴŘƛǾƛŘǳŀƭ ǎŎƘƻƻƭǎΦ  Analysis also found that boys who 
 

identify as homosexual experienced more negative consequences than heterosexual 

 

ōƻȅǎ ŀƴŘ ǘƘŀǘ ΨǎǇƻǊǘȅΩ ōƻȅǎ ǿŜǊŜ ōǳƭƭƛŜŘ ƭŜǎǎ ǎŜǾŜǊŜƭȅ ǘƘŀƴ Ψƴƻƴ-ǎǇƻǊǘȅΩ ōƻȅǎΦ ¢ƘŜ  
 

ƭŀǘǘŜǊΣ ŀƭƻƴƎ ǿƛǘƘ ƻǘƘŜǊ ŦƻǊƳǎ ƻŦ ΨƘŜǘŜǊƻǎŜȄǳŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴΩΣ ǇǊŀŎǘƛŎŜŘ ōȅ ōƻȅǎΣ ŀǊŜ 

detailed in the next chapter. 

 
 
 

¢ƘŜǎŜ ŦƛƴŘƛƴƎǎ ŘƛǎǇǳǘŜ !ƴŘŜǊǎƻƴΩǎ ŎƭŀƛƳ ŀǎ ǘƻ ǘƘŜ ǇŜǊǾŀǎƛǾŜƴŜǎǎ ƻŦ ΨƛƴŎƭǳǎƛǾŜ 

ƳŀǎŎǳƭƛƴƛǘȅΩ ŀƳƻƴƎ ȅƻǳƴƎ ǇŜƻǇƭŜΦ La¢ ǿŀǎ ƭŀǊƎŜƭȅ ƛƴŀǇǇƭƛŎŀōƭŜ ƛƴ ǘƘŜǎŜ ǎŎƘƻƻƭ 

contexts since most participants found them to be homohysteric and homophobic 

environments. There was scant evidence to support a άŘŜŎƭƛƴƛƴƎ ǎƛƎƴƛŦƛŎŀƴŎŜ ƻŦ 

ƘƻƳƻǇƘƻōƛŀέ (McCormack, 2012), with most boys subject to labels such as άōŜƴŘŜǊέΣ 

άŦŀƎέΣ άŦŀƎƎƻǘά ŀƴŘ άƎŀȅέ, terms they regarded as both injurious and homophobic.  
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¦ǎƛƴƎ ǘƘŜ ƳƻŘŜƭ ƻŦ ΨƘƻƳƻǎŜȄǳŀƭƭȅ ǘƘŜƳŜŘ ƭŀƴƎǳŀƎŜΩ όaŎ/ƻǊƳŀŎƪΣ нлмнύΣ ǘƘŜǊŜ ǿŀǎ 

little evidence of ΨǇǊƻ-Ǝŀȅ ƭŀƴƎǳŀƎŜΩ but substantial evidence of homophobic ΨŦŀƎ 

ŘƛǎŎƻǳǊǎŜΩ whose intention is to wound and belittle. 

 

 

Irrespective of their sexuality, and consonant with the dominant discourses that 

surround males who dance, most participants were found to be subject to a 

ƘƻƳƻǎŜȄǳŀƭ ǇǊŜǎǳƳǇǘƛƻƴΦ ¢Ƙŀǘ Ƴƻǎǘ ōƻȅǎ ǿŜǊŜ ƴƻǘ ȅŜǘ ōŜƴŜŦƛŎƛŀǊƛŜǎ ƻŦ ΨƛƴŎƭǳǎƛǾŜ 

ƳŀǎŎǳƭƛƴƛǘȅΩ ό!ƴŘŜǊǎƻƴΣ нллфύΣ ǿŀǎ ŀƴ ǳƴǎǳǊprising conclusion since previous 

research (e.g. Bragg et al., 2018) had indicated that young people were too often 

shackled by gender binaries and regulation. 

 

 

However, I also focussed attention on the four participants who experienced no 

bullying or adverse consequences at school. Two boys managed to dance in secret 

and so avoided scrutiny; however, their determination to remain furtive implies an  

unease with their heteronormative and hypermasculine school cultures. By contrast  

two other boys clearly benefitted from attending schools that promoted a culture of 

inclusion and diversity, inculcating these values in their pupils but also enforcing 

ǘƘŜƳ ǿƘŜǊŜ ƴŜŎŜǎǎŀǊȅΦ /ƭŜŀǊƭȅΣ ƛǘ ƛǎ ƛƳǇƻǎǎƛōƭŜ ǘƻ ƘƻƳƻƎŜƴƛǎŜ ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎΣ ƭŜǘ 

alone account for a range of intersectional variables. Nonetheless, the broad trend 

identified here suggests that most participants have not yet benefitted at secondary 

ǎŎƘƻƻƭ ŦǊƻƳ ǘƘŜ ΨŘƛǾƛŘŜƴŘΩ ƻŦ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩΦ !ƴŘ ǎƻΣ ŀŦǘŜǊ ŜȄŀƳƛƴƛƴƎ ōƻȅǎΩ 

lives at secondary school, the next chapter focusses on the strategies they employ to 

contest the dominant discourses that surround dance and masculinity. 
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Chapter 7 άtŜƻǇƭŜ ŀǊŜ ǊŜŀƭƭȅ ŦŀǎŎƛƴŀǘŜŘ ōȅ ǳǎέΥ contesting the 
dominant discourses about dance and masculinity  

 
 
 

7.1 Introduction 

 

In this chapter, I analyse and discuss the ways in which young male dancers 

construct and negotiate their gendered identities in the light of the two dominant 

discourses surrounding dance and masculinity. To recap, these discourses posit that, 

in the Western world at least, dance is for females (e.g. Sanderson, 2001; Stinson, 

2001; Risner, 2002a; Gard, 2008) and that boys who dance are presumed gay (e.g. 

Rodgers, 1966; Grant, 1985; Koegler,1995; Van Ulzen, 1996; Hamilton, 1999; Risner, 

2002a, 2002b, 2003, 2007; Williams, 2003; Risner & Thompson, 2005). Kimmel, 

exploring manhood in America, wrote of males living under a άōǳǊŘŜƴ ƻŦ ǇǊƻƻŦά 

(2006, p.32) to demonstrate their masculinity and avoid any hint of femininity, and 

so this chapter will explore how young male dancers not only constructed a 

masculine self, but through a range of identity management techniques, 

ΨǊŜŎǳǇŜǊŀǘŜŘΩ ƛǘ ǿƘŜǊŜ ƴŜŎŜǎǎŀǊȅ ǘƻ ǇǊƻǾƛŘŜ ǎǳŎƘ άǇǊƻƻŦέΦ .ŜŦƻǊŜ ǘƘŀǘ ƘƻǿŜǾŜǊΣ ƭ 

ŜȄǇƭƛŎŀǘŜ ōƻȅǎΩ ǾƛŜǿǎ ƻƴ ǿƘŀǘ ŎƻƴǎǘƛǘǳǘŜǎ ΨƳŀǎŎǳƭƛƴƛǘȅΩ ŀƴŘ ŀ ΨƳŀǎŎǳƭƛƴŜΩ ŘŀƴŎŜǊΦ 

 
 

 

тΦн aŀǎŎǳƭƛƴƛǘȅ ŀƴŘ ǘƘŜ ΨƳŀǎŎǳƭƛƴŜΩ ŘŀƴŎŜǊ 

 

As femininity and homosexuality tend to be associated with dancing men in popular 

discourse (e.g. Burt, 1995, 2001, 2009; Risner, 2009), it was important to 

undŜǊǎǘŀƴŘ Ƙƻǿ ȅƻǳƴƎ ƳŀƭŜ ŘŀƴŎŜǊǎ ŎƻƴŎŜƛǾŜŘ ƻŦ ΨƳŀǎŎǳƭƛƴƛǘȅΩ ƛƴ ŀ ŘŀƴŎŜ ŎƻƴǘŜȄǘΣ 

ŀƴŘ ǿƘŀǘ ŎƻƴǎǘƛǘǳǘŜŘ ŀ ΨƳŀǎŎǳƭƛƴŜΩ ŘŀƴŎŜǊΦ bƻǘ ƻƴƭȅ ǿŜǊŜ ōƻȅǎ ŀǿŀǊŜ ƻŦ ǘƘŜǎŜ 

popular discourses, without exception they were also acutely aware of being the 

objects of frequent curiosity and ridicule. Reece (16) described himself as being  
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ΨŘƛŦŦŜǊŜƴǘΩ and added, άǇŜƻǇƭŜ ŀǊŜ ǊŜŀƭƭȅ ŦŀǎŎƛƴŀǘŜŘ ōȅ ǳǎέ, revealing an awareness 

of how young male dancers can ŦǊŜǉǳŜƴǘƭȅ ōŜ ǇƻǎƛǘƛƻƴŜŘ ŀǎ ōƻǘƘ ΨhǘƘŜǊΩ ŀƴŘ 

ΨhǘƘŜǊŜŘΩΦ  !ǿŀǊŜ ƻŦ ǎǳŎƘ ŘƛŦŦŜrence, another dancer, Neil (11), commented, άLΩƳ 

not like most boys who like football or ōŀǎƪŜǘōŀƭƭΣ ǎǘǳŦŦ ƭƛƪŜ ǘƘŀǘΣ LΩƳ ƴƻǘ ƻƴŜ ƻŦ ǘƘŜ 

ǎǇƻǊǘ ōƻȅǎέ. This reminds us that identity is άŘŜŦƛƴŜŘ ƴƻǘ Ƨǳǎǘ ƛƴǘŜǊƴŀƭƭȅ ōȅ ǘƘŜ 

individual but externally by the groǳǇΩǎ inclusive or exclusive attitude towards that 

ƛƴŘƛǾƛŘǳŀƭέ and should be understood: 

 

[t]hrough the practices with which we engage, including those that are 
involved in the construction and performance of particular masculinities and 
femininities. These practices and performances, through their repetition 
(Butler, 1990), contribute to our constellated understandings of who we are. 
(Paechter, 2007, p.23) 

 
 
 

 

¢ƻ ƛƭƭǳǎǘǊŀǘŜΣ ǊŜǎǇƻƴǎŜǎ ǘƻ ǘƘŜ ǉǳŜǎǘƛƻƴΣ ά²Ƙŀǘ ŘƻŜǎ ǘƘŜ ǿƻǊŘ ƳŀǎŎǳƭƛƴƛǘȅ ƳŜŀƴ ǘƻ 

 

ȅƻǳΚέ included: 
 

²ƘŜƴ ƛǘ ŎƻƳŜǎ ǘƻ ōŜƛƴƎ ƳŀǎŎǳƭƛƴŜΣ L ƎǳŜǎǎ ƳŀȅōŜ ǇǊƛŘŜ ŀƴŘ L ŘƻƴΩǘ 
know strength. I never really thought about it. (Saul, 13) 

 

L ǘƘƛƴƪ ƛǘΩǎ ƭƛƪŜΣ L ǎŜŜ ƭƛƪŜ ŀ ōƛƎ ƳǳǎŎƭȅ Ƴŀƴ ƛƴ Ƴȅ ƘŜŀŘ ŀƴŘ ƘŜ ƛǎΧ ƛǘΩǎ ƭƛƪŜ 
ǘƘŜǊŜΩǎ ƴƻΧ ǘƘŜǊŜΩǎ ƴƻ ǘƻǳŎƘ ƻŦ ŀ ǿǊƛǎǘ ŦƭƛŎƪ ƻǊ ƪƛƴŘŀ ƭƛƪŜ ƘŀǾƛƴƎ ŦǳƴΣ ƘŜΩǎ ǉǳƛǘŜ 
ǎŜǊƛƻǳǎ ŀƴŘ ƘŜΩǎ ŀƭǿŀȅǎ ŀŦǊŀƛŘ ƻŦ ŘƻƛƴƎ ǎƻƳŜǘƘƛƴƎ ǘƻ ŜƳōŀǊǊŀǎǎ ƘƛƳ ǘƘŀǘ 
ƳƛƎƘǘ ōŜ ǎŜŜƴ ŀǎ ŀ ōƛǘ Ǝŀȅ ƻǊ ŀƴȅǘƘƛƴƎ ƭƛƪŜ ǘƘŀǘΧ (George, 13,) 

 

aŀǎŎǳƭƛƴƛǘȅ ƛǎ ƭƛƴƪŜŘ ǘƻ ƳŀƭŜǎ ōŜƛƴƎ ǎǘǊƻƴƎ ŀƴŘ ǇƻǿŜǊŦǳƭΦ /ŀƴΩǘ ǊŜŀƭƭȅ ŘŜŦƛƴe it 
in any other way. (Owen, 15) 

 
 
 

 

Historically speaking, children have been found more liable to binary thinking, owing 

 

partly to the limits of their conceptual ability (Lloyd & Duveen, 1992). These binaries 

 

are then felt and upheld in childhood (e.g. Renold, 2005; Rysst, 2013) and as my 

 

research affirms, such beliefs, which are tied to categories of biological sex, can 
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beget gender essentialism. For example, Owen described fixed notions of femininity 

 

held by his peers: 

 

Int: What does femininity mean to you? 

 

hǿŜƴΥ ²ŜƭƭΣ L ŘƻƴΩǘ ƪƴƻǿ ǿƘŀǘ ƛǘ ƳŜŀƴǎ ǘƻ ƳŜΣ ōǳǘ L ƪƴƻǿ ǿƘŀǘ ƛǘ ƳŜŀƴǎ ǘƻ 
ƻǘƘŜǊ ǇŜƻǇƭŜΦ LǘΩǎ ƭƛƪŜ ōŜƛƴƎ ŀƭƭ ŦƭƛǊǘŀǘƛƻǳǎΣ ōŜƛƴƎ ŀƭƭ ǿŜŀƪ ŀƴŘ ǇǊŜǘǘȅ ŀƴŘ ŀƭƭ 
this lot. 

 

Interestingly, Owen was unable to offer his own description of femininity, a sign 

 

perhaps of a more fluid and shifting gender consciousness among some young 

 

people. Indeed, recent research found that άώȅϐƻǳƴƎ ǇŜƻǇƭŜΩǎ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƎŜƴŘŜǊ 

 

are diverse and vary across peer groups, age groups, schools ŀƴŘ ǊŜƎƛƻƴǎέ (Bragg et 

 

al., 2018, p.4), a timely reminder that it is impossible to homogenise their 

 

experiences. Nonetheless, the same research identified the enduring regulation of 

 

gender, with young people describing άŀ ǿƻǊƭŘ ƛƴ ǿƘƛŎƘ ƻōƧŜŎǘǎ ŀƴŘ ŀŎǘƛǾƛǘƛŜǎ ǿŜǊŜ 

 

ŀŎǳǘŜƭȅ ƎŜƴŘŜǊŜŘέ όƛōƛŘΦΣ ǇΦ млύΣ ŀƴŘ ǿƘŜǊŜ ȅƻǳƴƎ ǇŜƻǇƭŜ άwho did not conform (or 
 

ǿŜǊŜ ŎƻƴǎƛŘŜǊŜŘ ƴƻǘ ǘƻ ŎƻƴŦƻǊƳύ ǘƻ ΨƘŜǘŜǊƻƴƻǊƳŀǘƛǾŜΩ ƛŘŜŀƭǎ ƻǊ ŦƛȄŜŘ ƛŘŜŀǎ ŀōƻǳǘ 

 

gender were often ǎǳōƧŜŎǘ ǘƻ ǎǇŜŎƛŦƛŎ ŦƻǊƳǎ ƻŦ ƘŀǊŀǎǎƳŜƴǘ ŀƴŘ ŀǘǘŀŎƪέ (ibid., p.15). 
 
 
 

 

In my research, a minority of boys, while sensitive to the existence of gender 

 

ΨǎǘŜǊŜƻǘȅǇŜǎΩΣ ƴƻƴŜǘƘŜƭŜǎǎ ŦŜƭƭ ōŀŎƪ ƻƴǘƻ ǇƻǇǳƭŀǊ ƎŜƴŘŜǊ ǘǊƻǇŜǎ ƻǊ ǇŀǘƘƻƭƻƎƛȊŀǘƛƻƴǎ 

 

regarding, for example, female expressiveness. To illustrate, George (13), 

 

commented: 
 

aƳƳΣ L ǘƘƛƴƪ ŀ ƭƻǘ ƻŦ ǇŜƻǇƭŜ ǊŜƎŀǊŘ ōŀƭƭŜǘ ŀǎ ŀ ǿƻƳŀƴΩǎ ŘŀƴŎŜ ΨŎƻǎ 
ǎǘŜǊŜƻǘȅǇƛŎŀƭƭȅ ǿƻƳŜƴ ŀǊŜ ƳƻǊŜ ǎǘǊŜǘŎƘȅ ǘƘŀƴ ƳŜƴ ǎƻΧƳƳƳΣ ōǳǘ L ǘƘƛƴƪ 
people just think dance is mainly for girls ΨŎƻǎ ƎƛǊƭǎ ŜȄǇǊŜǎǎ ǘƘŜƳǎŜƭǾŜǎ 
more than boys, typically. 
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.ȅ ŎƻƴǘǊŀǎǘΣ ŀ ΨƳŀǎŎǳƭƛƴŜΩ ŘŀƴŎŜǊ ǿŀǎ ŘŜŦƛƴŜŘΣ ƴƻǘ ǳƴǘȅǇƛŎŀƭƭȅ ōȅ DŀǊŜǘƘ όмпύ ŀǎ 

ƘŀǾƛƴƎ άstrong arms, really strong arms, fierce, leading the girls, doing all the 

ǎƘŀǇƛƴƎΣ ƻƴ ǘƛƳŜΣ ǎƘŀǊǇέΦ {ǳŎƘ ŎƻƳƳŜƴǘǎ ǊŜŦƭŜŎǘŜŘ ƳŀƭŜ ŘŀƴŎŜǊǎΩ ŦǊŜǉǳŜƴǘ ǿƛǎƘ ǘƻ 

ŎƻƴǘŜǎǘ ǘƘŜ ŘƻƳƛƴŀƴǘ ŘƛǎŎƻǳǊǎŜ ǘƘŀǘ ǇƻǎƛǘƛƻƴŜŘ ǘƘŜƳ ŀǎ ΨǳƴƳŀǎŎǳƭƛƴŜΩΦ 5ǳǊƛƴƎ 

interviews, I noted boys often resorted to narratives which emphasised the 

physical strength necesǎŀǊȅ ǘƻ ŘŀƴŎŜΣ ŀǎ ǿŜƭƭ ǘƘŜƛǊ ŘŜǎƛǊŜ ǘƻ ŜȄŜŎǳǘŜ ΨƳŀǎŎǳƭƛƴŜΩ 

choreography and movement. The following transcript, from George (13), 

illuminates this: 

 
Int: So, is dance masculine in any way? 

 

George: Yeah, I see it as quite masculine, because especially in tap because 
ǘƘŀǘΩǎ ƳƻǊŜ ƻŦ ŀ ƳŀƴΩǎ ŘŀƴŎŜΦ Lƴ ǘŀǇΣ ǘƘŜȅ ƪƛƴŘŀΣ ƭƛƪŜΣ ǎƘƻǿ ǘƘŜƳǎŜƭǾŜǎ ƻŦŦ 
ŀƴŘ ǿƘŜƴ ǘƘŜ ǘŜŀŎƘŜǊǎ ŎƘƻǊŜƻƎǊŀǇƘ ŀ ŘŀƴŎŜΣ ǘƘŜȅΩƭƭ ƳŀƪŜ ǎǳǊŜ ǘƘŀǘ LΩƳ ƴƻǘ ƛƴ 
ǿƛǘƘ ǘƘŜ ƎƛǊƭǎ ŀƴŘ ŘƻƛƴƎ ǘƘŜ ǿǊƛǎǘ ŦƭƛŎƪǎΣ ŀƴŘ ǘƘŜȅΩƭƭ ƳŀƪŜ ǎǳǊŜ ƛǘΩǎ ƪƛƴŘŀ 
strong, you know what I mean? 

 

¢ƘƛǎΣ ŀƴŘ ƻǘƘŜǊ ΨǊŜŎǳǇŜǊŀǘƛǾŜΩ ǎǘǊŀǘŜƎƛŜǎ ŦƻǊ ƳŀǎŎǳƭƛƴƛǘȅ ŀƴŘκƻǊ ƘŜǘŜǊƻǎŜȄǳŀƭƛǘȅΣ ǿƛƭƭ 

be discussed later in the chapter. 

 
 
 

Nonetheless, while boys were keen to promote their masculinity (and reject both 

femininity and effeminacy), they accepted the need to wear specific dance clothing 

and footwear such as leotards, tights and dance belts, depending upon the genre 

ǎǘǳŘƛŜŘΦ ΨaŀǎŎǳƭƛƴŜΩ ŎƭƻǘƘƛƴƎ ŀƴŘ ŦƻƻǘǿŜŀǊ ƴŜŜŘŜŘ ŦƻǊ ƘƛǇ-hop dance, usually 

ŎƻƳǇǊƛǎƛƴƎ ƧŜŀƴǎ ƻǊ ǘǊŀŎƪ ǎǳƛǘ ǇŀƴǘǎΣ ŀ ΨƘƻƻŘƛŜΩ όƻǊ ǎƛƳƛƭŀǊύ ŀƴŘ ǘǊŀƛƴƛƴƎ ǎƘƻŜǎΣ ŎƻǳƭŘ 

ŜǾŜƴ ōŜ ŎƻŘƛŦƛŜŘ ŀǎ ŀ ΨŎƻƻƭΩ ŀƴŘ ŦŀǎƘƛƻƴŀōƭŜ ƴƻƴ-dance outfit. By contrast, at higher 

skill levels, ballet requires boys to wear tights, coded in popular culture as ΨŦŜƳƛƴƛƴŜΩ 

and άǾŜǊȅ ǊŜǾŜŀƭƛƴƎέ according to Harry (11). However, these were necessary, a part 

of άǘƘŜ ŎǳƭǘǳǊŀƭ ŀǇǇŀǊŀǘǳǎέ according to Winifred, a dance academic and teacher 
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trainer, and were accepted as such by boys. To some non-dancers, however, such 

 

outfits could be markers of both femininity and effeminacy, as explained by Gareth 

 

(14) , an enthusiastic latin-american dancer, who recalled the negative responses of 

his secondary school peers to his outfit: 

 

And when I showed them the kit I was wearing for the dance competitions - a 
V- shaped cat suit, open at the chest, which was meant to look sexy, they 
ǎŀƛŘ ƛǘ ǿŀǎ ŦƻǊ ƎƛǊƭǎΧ άLǘϥǎ ƴƻǘ ƭƻƻƪƛƴƎ ƎƻƻŘ ŦƻǊ Ǝǳȅǎέ ǘƘŜȅ ǎŀƛŘΦ 

 
 
 

 

Gareth, who elsewhere describes dance as άŀ ǎǇƻǊǘέΣ here refers to his dance outfit 

 

as a άƪƛǘέΣ employing once again the discourse of sport to reaffirm his dance pastime 

 

ŀǎ ŀ ƘŜǘŜǊƻƳŀǎŎǳƭƛƴŜ ƻƴŜΦ DŀǊŜǘƘ ōǊǳǎƘŜŘ ƻŦŦ Ƙƛǎ ǇŜŜǊǎΩ ǾƛŜǿǎΣ ŀǎ ŘƛŘ .ǊŀŘƭŜȅ (18), 
 

who recounted an incident where his masculinity was called into question because 

 

ƘŜ ǿƻǊŜ ŀ ŘŀƴŎŜ ōŜƭǘΣ ǇƻǇǳƭŀǊƭȅ ƪƴƻǿƴ ŀǎ ŀ ΨƧƻŎƪǎǘǊŀǇΩΣ ƛƴǘŜƴŘŜŘ ǘƻ ǇǊƻǘŜŎǘ ǘƘŜ 

 

genitalia. Recalling a conversation in his secondary school, he told me: 

 

In my A-leveƭ 9ƴƎƭƛǎƘ Ŏƭŀǎǎ ǿŜΩŘ ƘŀŘ ǘƘƛǎ ŎƻƴǾŜǊǎŀǘƛƻƴ ŀōƻǳǘ ƳŜ ƘŀǾƛƴƎ ǘƻ 
ǿŜŀǊ ŀ ǘƘƻƴƎ ōŜŎŀǳǎŜ L ŀƳΧ ōŜŎŀǳǎŜ ƛǘΩǎ ŀ ŘŀƴŎŜ ōŜƭǘ ŜǘŎΦ ŜǘŎΦΣ ŀƴŘ ǘƘŜȅ 
thought this was really funny, because it is. And then we were having a 
conversation about masculinity and femininity and I commented on 
ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ǿŀǎ ŀƎŀƛƴǎǘ ǘƘƛǎ ƎƛǊƭΩǎ Ǉƻƛƴǘ ŀƴŘ ǎƘŜ ǘǳǊƴŜŘ ŀǊƻǳƴŘ ŀƴŘ ǎŀƛŘΣ 
ά²Ƙŀǘ Řƻ ȅƻǳ ƪƴƻǿ ŀōƻǳǘ ƳŀǎŎǳƭƛƴƛǘȅ ǿƘŜƴ ȅƻǳ ƘŀǾŜ ǘƻ ǿŜŀǊ ŀ ǘƘƻƴƎ 
ŜǾŜǊȅŘŀȅέΚ hƘ Ƴȅ DƻŘΦ !ƴŘ ǎƘŜ ǿŀǎ мт ƻǊ муΗ L ǘƘƛƴƪ ǘƘŀǘ ǿŀǎ ǘƘŜ ƭŀǎǘ ǘƛƳŜ 
I got really pissed off about it. 

 
 
 

 

7.3 Gender identity and sexuality 

 

At the time of interview, all of the dancers were cisgender, except for Janet 

 

(formerly James) who was in the process of a male to female transition. Regarding 

 

sexuality, participants were not asked to divulge their orientation, but during the 
 

course of the interviews the majority (n=19) did so.  Of the 26 interviewed, 7 
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identified as homosexual (26.9%), 11 identified as heterosexual (42.3%), 1 as 

bisexual (3.8%) and the remaining 7 (26.9%), did not disclose their sexuality. We 

have no data in England regarding the sexual orientations of male dancers, but 

research from the USA, (albeit now dated), suggests that gay and bisexual men 

comprise half the male population in dance (Hamilton, 1999) and, anecdotally 

speaking, it would be unsurprising if the UK was dissimilar. 

 

 

By contrast, statistics on sexual identity, obtained from the Annual Population 

Survey by the Office for National Statistics (ONS) in 2016, reveal that 2% of the UK 

population aged 16 and over identify themselves as lesbian, gay, bisexual or 

transgender (LGBT), and the population aged 16 to 24 were the age group most 

likely to identify as LGBT, at 4.1% (Office for National Statistics, 2017). The ONS do 

not, hoǿŜǾŜǊΣ ŎƻƭƭŜŎǘ ŜǉǳƛǾŀƭŜƴǘ Řŀǘŀ ŦƻǊ ǳƴŘŜǊ мсΩǎΦ ²ƛǘƘ ǎǇŜŎƛŦƛŎ ǊŜƎŀǊŘ ǘƻ ŘŀƴŎŜ 

and sexuality, it is known that a disproportionate number of male dancers identify as 

homosexual (e.g. Bailey & Oberschneider, 1997), a situation described as an άƻǇŜƴ 

ǎŜŎǊŜǘέ (Risner, 2002a, p.85) and one that has fuelled the discourse that subjects all 

male dancers to a homosexual presumption. 

 

 

As I have illustrated in previous chapters, for most participants, irrespective of their 

sexuality, this discourse has led to various forms of oppression, including frequent 

and often sustained homophobic bullying at their secondary school. Earlier, I made 

refence to George (13), a άŎŀƳǇέ yet heterosexual dancer, who recalled what led to 

Ƙƛǎ ƳƻǾŜ ŦǊƻƳ ŀ ōƻȅǎΩ ƛƴŘŜǇŜƴŘŜƴǘ ǎŎƘƻƻƭ όάǾŜǊȅ ƳŀŎƘƻέ ) to a smaller, mixed one: 
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Mmm, well I never really thought I could properly say or express what I 

ǿŀƴǘŜŘ ǘƻ ǎŀȅ ƻǊ ŜȄǇǊŜǎǎΧ L ǿŀǎ ŎŀƭƭŜŘ Ǝŀȅ ŀ ƭƻǘ Ƨǳǎǘ ōŜŎŀǳǎŜ ƻŦ ǘƘŜ ǿŀȅ L 

ŀŎǘŜŘ ŀƴŘ ΨŎƻǎ L ǿŀǎƴΩǘ ŀŦǊŀƛŘ ƻŦ ǇŜƻǇƭŜ ǘƻ ƳŀƪŜ Ŧǳƴ of me or afraid to like 

Řƻ ƭƛƪŜ ŎŀƳǇ ǎǘǳŦŦΣ L ǿŀǎ ŎŀƭƭŜŘ Ǝŀȅ ǉǳƛǘŜ ŀ ōƛǘ ǎƻΧ 

 

and, 

 

aƳƳΣ ǎƻ LΩŘ Řƻ ŀ ǿǊƛǎǘ ŦƭƛŎƪ ƻǊΧ L ŘƻƴΩǘ ƪƴƻǿΣ Ƨǳǎǘ ƭƛƪŜΧ ƻƘΣ LΩŘ ǎǇŜŀƪΣ L ǎŀȅ 

ǎƻƳŜǘƘƛƴƎ ƛƴ ŀ ŎŀƳǇ ǿŀȅΣ LΩŘ ǎŀȅ άƘƛέ ŦƻǊ άƘŜȅέ ŀƴŘ ȅŜŀƘΧ 
 
 
 

 

I judged these quotations worthy of repetition since it illustrates, yet again, the 

 

operation of a tightly policed gender regime within schools predicated on the 

 

ΨƛƴǾƛǎƛōƛƭƛǘȅ ƻŦ ƘŜǘŜǊƻƴƻǊƳŀǘƛǾƛǘȅ ǎŜȄǳŀƭƛǘȅΩ, according to Paechter (2007, p.113), a 

 

pervasive discourse which seeks to efface or problematise other identities. For 

 

ǎǘǊŀƛƎƘǘ ōǳǘ ΨŎŀƳǇΩ ōƻȅǎ ǎǳŎƘ ŀǎ DŜƻǊƎŜΣ ŜǾŜƴ ƳƛƴƻǊ ǘǊŀƴǎƎǊŜǎǎƛƻƴǎ ŦǊƻƳ the 

 

heteronormative ΨscriptΩ -άŀ ǿǊƛǎǘ ŦƭƛŎƪέ or an incorrect mode of greeting άƘƛ ŦƻǊ ƘŜȅέ,  
 
was enough to trigger ridicule and homophobia. 

 
 
 

 

7.4 Constructing and recuperating a masculine self 

 

How, then, did boys manage their identities in their secondary schools? To contest 

 

the discourse that conflates dance and femininity (e.g. Sanderson, 2001; Stinson, 

 

2001; Gard, 2003), I found that all boys, regardless of sexuality, deployed strategies 

 

ƻŦ ΨƳŀǎŎǳƭƛƴŜ ǊŜŎǳǇŜǊŀǘƛƻƴΩ όIŀƴǎŜƴΣ мффсύΣ ǿƘƛƭŜ ƘŜǘŜǊƻǎŜȄǳŀƭ ōƻȅǎΣ ƪŜŜƴ ǘƻ 

 

contest the other discourse, of being subject to a homosexual presumption (e.g. 

 

Koegler, 1995; Risner, 2002aΤ ²ƛƭƭƛŀƳǎΣ нллоύΣ ŀƭǎƻ ŜƴƎŀƎŜŘ ƛƴ ŀŎǘǎ ƻŦ ΨƘŜǘŜǊƻǎŜȄǳŀƭ 

 

ǊŜŎǳǇŜǊŀǘƛƻƴΩ όaŎ/ƻǊƳŀŎƪΣ нлмнύΦ Lƴ ŀƭƭΣ ǎƛȄ ǊŜŎǳǇŜǊŀǘƛǾŜ ǎǘǊŀǘŜƎƛŜǎ ǿŜǊŜ ƛŘŜƴǘƛŦƛŜŘΥ 
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¶ professing attraction to females 
 

¶ participating in sport and acquiring a ΨǎǇƻǊǘȅΩ ōƻȅ ƛŘŜƴǘƛǘȅ 
 

¶ reconceptualising dance itself as a sport 
 

¶ cƘƻƻǎƛƴƎ ΨŎƻƻƭΩ ŘŀƴŎŜ ƎŜƴǊŜǎ ŎǳƭǘǳǊŀƭƭȅ ŎƻŘŜŘ ŀǎ ΨƳŀǎŎǳƭƛƴŜΩ 
 

¶ acquiring popularity through dance 
 
¶ self-policing of movement and choreographic practices 

 

 

These recuperative techniques are analysed and illustrated below. 
 
 
 

 

7.4.1. Professing attraction to females 

 

Unlike the other five recuperative strategies, professing attraction to females was 

 

the only one deployed exclusively by heterosexual boys. It is clearly akin to Mac an 

 

DƘŀƛƭƭΩǎ ΨŎƻƴǉǳŜǎǘƛŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴΩ ƛƴ ǘƘŀǘ ƛǘ ŎƻƴŎŜǇǘǳŀƭƛǎŜǎ ǘƘŜ ǿŀȅǎ ƛƴ ǿƘƛŎƘ ōƻȅǎ 

 

boast of their heterosexual desires or conquests. For instance, Billy (17) explained 

 

his efforts to (re)confirm his heterosexuality to his peers: 

 

Int: Have you ever felǘ ǘƘŜ ƴŜŜŘ ǘƻ ǎŀȅ ƻǊ Řƻ ŀƴȅǘƘƛƴƎ ǘƻ ΨǇǊƻǾŜΩ 
your sexuality? 

 

.ƛƭƭȅΥ ¸ŜǎΣ ƳŀȅōŜ ŜŀǊƭȅ ƻƴΦ ¸ƻǳ Ƨǳǎǘ ǎŀȅ ǘƘŀǘ ȅƻǳΩǾŜ Ǝƻǘ ŀ ǘƘƛƴƎ ŦƻǊ ŀ ǇŀǊǘƛŎǳƭŀǊ 
ŦŜƳŀƭŜ ŎŜƭŜōǊƛǘȅ ƻǊ ǎƻƳŜǘƘƛƴƎ ƭƛƪŜ ǘƘŀǘΣ Ƨǳǎǘ ǘƻ ƳŀƪŜ ƛǘ ŎƭŜŀǊΧ ōŜŎŀǳǎŜ ƛƴ ǘƘŜ 
Ǉŀǎǘ LΩǾŜ ƘŀŘ ǇŜƻǇƭŜ ǿƘƻΧ Ƴȅ ŦƭŀǘƳate thought I might be gay because I 
ǿŀǎƴΩǘ ōǊƛƴƎƛƴƎ ƭƻŀŘǎ ƻŦ ƎƛǊƭǎ ōŀŎƪ ŦǊƻƳ ƴƛƎƘǘǎ ƻǳǘ ƻǊ ǎǘǳŦŦ ƭƛƪŜ ǘƘŀǘΦ {ƻΣ ƻƴ 
ǘƘŜ ōŀŎƪ ƻŦ ǘƘŀǘΣ L Ǝƻǘ ǇŀǊŀƴƻƛŘ ǘƘŀǘ ǇŜƻǇƭŜ ǘƘƻǳƎƘǘ L ǿŀǎ ƎŀȅΣ ŀƴŘ L ǿŀǎƴΩǘΦ 
But to set the record straight I might have said something to reinforce my 
ŀǘǘǊŀŎǘƛƻƴ ǘƻ ƎƛǊƭǎΦ IŀΣ ƘŀΣ LΩƳ ƳŀƪƛƴƎ ƳȅǎŜƭŦ ǎƻǳƴŘ ǊŜŀƭƭȅ ƛƴǎŜŎǳǊŜΣ ƴƻǿ 
ŀǊŜƴΩǘ LΚ .ǳǘ L ǘƘƛƴƪ ǎƛƴŎŜ ǘƘŜƴ LΩǾŜ ōŜŎƻƳŜ ŀ ōƛǘ ƳƻǊŜ Ŏƻƻƭ ǿƛǘƘ ƛǘΦ !ǘ ǘƘŜ 
ǎǘŀǊǘΣ L ǿŀǎ ŀ ōƛǘ ƭƛƪŜΣ άLΩƳ ŀ Ǝǳȅ ŘƻƛƴƎ ōŀƭƭǊƻƻƳ ŘŀƴŎƛƴƎΣ ǎƻ LΩǾŜ Ǝƻǘ ǘƻ 
reinforce who I aƳΣ ŀƴŘ ǿƘŀǘ L ŀƳΣ ŀƴŘ ǎŀȅ LΩƳ ƴƻǘ ŀƴȅǘƘƛƴƎ ǘƘŀǘ ȅƻǳ ǘƘƛƴƪ L 
ƳƛƎƘǘ ōŜέΣ ōǳǘ ǎƛƴŎŜ ǘƘŜƴ LΩǾŜ Ƨǳǎǘ ƭŜǘ ƛǘ Ǌƻƭƭ ƻŦŦ Ƴȅ ǎƘƻǳƭŘŜǊǎΦ LΩǾŜ ƴƻǘ ƘŀŘ ǘƻ 
face or prove anything. 

 

Similarly, with his peers, Marcus (16) was discreet about being a dancer; however, 

 

the subsequent presence of a girlfriend had a neutralising effect on the gay male 
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dancer discourse: 
  

You get the whole jokes when you are growing up as a dancer ς άhƘ ƛǘϥǎ ŀ ōƛǘ 
ƎŀȅέΦ Lƴ ŦŀŎǘΣ ŀ ƭƻǘ ƻŦ ǇŜƻǇƭŜ ƻƴƭȅ ŦƻǳƴŘ L ŘŀƴŎŜŘ ƻǳǘ ǿƘŜƴ Ƴȅ girlfriend at the 
time was my dance partner... 

άIƻǿ ŘƛŘ ȅƻǳ ƳŜŜǘΚέ  

ά²Ŝƭƭ ŀŎǘǳŀƭƭȅ ǿŜ ŘŀƴŎŜ ǘƻƎŜǘƘŜǊΦέ  
I guess that finding out that way meant that those jokes didn't come quite as 
often. 

 
 
 

 

Parents sometimes promoted the supposed heterosexual benefits of being a male 

dancer. One parent, Linda, recalled how her husband was keen to emphasise to 

their son, Roger, how learning to dance would be useful way άǘƻ ƳŜŜǘ ƎƛǊƭǎέ. Aware 

of the skewed gender ratios in dance schools, he was implored by his father to 

άƪeep ƛǘ ǳǇΣ ǘƘŜǊŜΩǎ ŀ ƭƻǘ ƻŦ ƎƻƻŘ-ƭƻƻƪƛƴƎ ƎƛǊƭǎ ǘƘŜǊŜέΦ 

 

 

While presumably well-intentioned, this parental heterocentric bias could also stem 

from homohysteria (Anderson, 2009), the cultural fear of being homosexualised. 

While homohysteria was developed to understand the power of cultural 

homophobia in regulating masculinity on a societal, interpersonal level, we can also 

see with Billy, Marcus and others, how it functions at an intrapersonal level, creating 

άǘƘŜ ƴŜŜŘ ŦƻǊ ƳŜƴ ǘƻ ǇǳōƭƛŎƭȅ ŀƭƛƎƴ ǘƘŜƛǊ ǎƻŎƛŀƭ ƛdentities with heterosexuality in 

ƻǊŘŜǊ ǘƻ ŀǾƻƛŘ ƘƻƳƻǎŜȄǳŀƭ ǎǳǎǇƛŎƛƻƴέ (Anderson, 2009, p.8). 

 

 

!ŎŎƻǊŘƛƴƎ ǘƻ !ƴŘŜǊǎƻƴΣ ǘǿƻ ǎƛƎƴƛŦƛŎŀƴǘ ŦŀŎǘƻǊǎ ŀŦŦŜŎǘ ŀ ŎǳƭǘǳǊŜΩǎ ƭŜǾŜƭ ƻŦ 

homohysteria: an awareness that anyone can be gay and the level of cultural 

ƘƻƳƻǇƘƻōƛŀΦ Lƴ ǇŀǊǘƛŎǳƭŀǊΣ .ƛƭƭȅΩǎ ŜȄŜƳǇƭƛŦƛŎŀǘƛƻƴ ƻŦ ƘƻƳƻƘȅǎǘŜǊƛŀ όά I got paranoid 

ǘƘŀǘ ǇŜƻǇƭŜ ǘƘƻǳƎƘǘ L ǿŀǎ Ǝŀȅέ) would suggest the continued existence of cultural 

homophobia, a phenomenon which is difficult to quantify, but which McCormack 
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claims to be of άŘŜŎƭƛƴƛƴƎ ǎƛƎƴƛŦƛŎŀƴŎŜέ (McCormack, 2012, p.xxiv). He is not alone in 

these findings; some scholars have concluded homophobia is in decline in sports 

settings, often thought to be bastions of heteromasculinity (e.g. Harris & Clayton, 

2007; Anderson et al., 2012), findings which correspond with a broader trend, 

identified by some scholars of decreasing homophobia in British and American 

cultures (e.g. Weeks, 2007; Savin-Williams, 2009; Anderson, 2009; Clements & Field, 

нлмпύΦ ¢ƘŜ ǎȅƴƻǇǎƛǎ ǘƻ aŎ/ƻǊƳŀŎƪΩǎ ōƻƻƪΣ The Declining Significance of Homophobia 

(2012), asserts that decreased ƘƻƳƻǇƘƻōƛŀ ŦŀŎƛƭƛǘŀǘŜǎ ŀƴ άexpansion of gendered 

behaviours available to young ƳŜƴέ, and that ά ŦǊŜŜ ŦǊƻƳ ǘhe constant threat of 

social marginalisation, boys are able to speak about once feminised activities without 

ŎŜƴǎǳǊŜέΦ 

 

 

!ƴŘŜǊǎƻƴΣ ǿǊƛǘƛƴƎ ǘƘŜ CƻǊŜǿƻǊŘ LL ǘƻ aŎ/ƻǊƳŀŎƪΩǎ ōƻƻƪ όнлмнύΣ ƳŀƪŜǎ ǎŜǾŜǊŀƭΣ 

similar bold claims: άƛǘ ƛǎ ƴƻ ƭƻƴƎŜǊ ŦŀǎƘƛƻƴŀōƭŜ ǘƻ ōŜ ƘƻƳƻǇƘƻōƛŎέ (p.xi); άƛǘ ƛǎ ƴƻ 

ƭƻƴƎŜǊ ǾŀƭƛŘ ǘƻ ŀǎǎǳƳŜ ƘƻƳƻǇƘƻōƛŀ ŀƳƻƴƎ ȅƻǳƴƎ ƳŜƴέ (p.xi)Τ άȅƻǳǘƘ ǾƛŜǿ ƻǾŜǊǘ 

ƘƻƳƻǇƘƻōƛŀ ƛƴ ǘƘŜ ǎŀƳŜ ǳƴŀŎŎŜǇǘŀōƭŜ ƭƛƎƘǘ ŀǎ ǊŀŎƛǎƳέ (p.xii) and that 

άώ9ϐƴŎƻǳǊŀƎŜƳŜƴǘ ƛǎ ŜȄǇŜŎǘŜŘ ŀƳƻƴƎ ǇŜŜǊ ƎǊƻǳǇǎΣ ŀƴŘ ōǳƭƭȅƛƴƎ ƛǎ ǳƴŀŎŎŜǇǘŀōƭŜέ 

(McCormack, 2012, p. xiii). However, as explicated previously, these claims often 

sit uncomfortably with my findings that, for example, more than half of boys 

(14/26) were unwilling to admit being a dancer to their secondary school peers 

(male or female), and where the vast majority of participants (22/26) 

experienced some degree of bullying, marginalisation and stigma at secondary 

school. 
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тΦпΦн !ŎǉǳƛǊƛƴƎ ŀ ΨǎǇƻǊǘȅΩ ōƻȅ ƛŘŜƴǘƛǘȅ 

 

A second strategy for recuperating masculinity (and heterosexuality, if appropriate) 

was for dancers to engage in competitive sports, especially football, and so acquire a 

ƭŀōŜƭ ƻŦ ōŜƛƴƎ ŀ ΨǎǇƻǊǘȅΩ ōƻȅΦ !ŎǊƻǎǎ ǘƘŜ Řŀǘŀ ǎŜǘ ƘƻǿŜǾŜǊΣ ƻƴƭȅ ǎƛȄ ōƻȅǎ όŀƭƭ 

heterosexual) self-ƛŘŜƴǘƛŦƛŜŘ ŀǎ ΨǎǇƻǊǘȅΩ ǿƘƛƭŜ ǘƘŜ ǊŜƳŀƛning 20 boys professed little 

or no interest in sports. Of the 20, a couple of boys enjoyed swimming and 

ōŀŘƳƛƴǘƻƴΣ ōǳǘ ƴƻƴŜ ŎƛǘŜŘ ƛƴǘŜǊŜǎǘ ƛƴ ǘƘŜ ǎǘŜǊŜƻǘȅǇƛŎŀƭƭȅ ΨƳŀǎŎǳƭƛƴŜΩ ŎƻƳǇŜǘƛǘƛǾŜ 

ǘŜŀƳ ǎǇƻǊǘǎ ƻŦ Ŧƻƻǘōŀƭƭ ƻǊ ǊǳƎōȅΣ ǳƴƭƛƪŜ ǘƘŜ ǎƛȄ ΨǎǇƻǊǘȅΩ ōƻȅǎ ǿƘƻ ŀƭl cited these as 

pastimes. 

 

 

.ƻȅǎΩ ǎŜƭŦ-ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ŀǎ Ψƴƻƴ-ǎǇƻǊǘȅΩ ǿŀǎ ŀ ƳŀƧƻǊ ƴŀǊǊŀǘƛǾŜ ǘƘǊŜŀŘ ƛƴ ǘƘŜǎŜ нл 

accounts and this perception clearly formed a major constituent of their identities. 

This was often coupled with the construction of an alternative identity ς that of 

ōŜƛƴƎ ŀƴ ΨŀǊǘȅΩ ƛƴŘƛǾƛŘǳŀƭΣ ƻŦǘŜƴ ǊŜƎŀǊŘŜŘ ōȅ ǇŀǊǘƛŎƛǇŀƴǘǎ ŀǎ ǘƘŜ ŀƴǘƛǘƘŜǎƛǎ ƻŦ ōŜƛƴƎ ŀ 

ΨǎǇƻǊǘȅΩ ǘȅǇŜΦ ¦ƴƭƛƪŜ ǘƘŜƛǊ ΨǎǇƻǊǘȅΩ ǇŜŜǊǎΣ ǘƘŜǎŜ ΨŀǊǘȅΩ ōƻȅǎΣ ǿƛǘƘ ǘǿƻ ŜȄŎŜǇǘƛƻƴǎΣ ƘŀŘ 

interests in drama and or music. Thus, analysis revealed a clear binary in the 

ƻǇŜǊŀǘƛƻƴ ƻŦ ōƻȅǎΩ ƛŘŜƴǘƛǘȅ ŦƻǊƳŀǘƛƻƴǎ - ΨŀǊǘȅΩ ǾŜǊǎǳǎ ΨǎǇƻǊǘȅΩ ōƻȅǎ - ǿƛǘƘ ΨŀǊǘȅΩ ōƻȅǎ 

aware of the likely risks associated with their non-ΨǎǇƻǊǘȅΩ ōƻȅ ƛŘŜƴǘƛǘƛŜǎΦ 

 

 

We know, for example, that boys who are successful at sport often gain popularity 

with their peers, acquiring social popularity and kudos that can aid their identity 

ŎƻƴǎǘǊǳŎǘƛƻƴ ŀƴŘ ƳŀƴŀƎŜƳŜƴǘΦ 5ǊŀǿƛƴƎ ǳǇƻƴ CƛǘȊŎƭŀǊŜƴŎŜ ŀƴŘ IƛŎƪŜȅΩǎ ǊŜǎŜŀǊŎƘ 

with young footballers άǿƘƻ ŘƻƴΩǘ Ŝŀǘ ǉǳƛŎƘŜέ (2001, p.118), Paechter concludes: 
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By enacting masculine behaviours focused around competitive sports, boys 
and young men both form for themselves, and project for others, identities 
that are at least partly constructed around sporting masculinities. (Paechter, 
2007, p. 100) 

 

 

However, in Britain, one sport, football, is clearly dominant, and as we know, 

 

άƳŀǎŎǳƭƛƴƛǘȅ ƛǎ ƻǾŜǊǿƘŜƭƳƛƴƎƭȅ ŎƻƴǎǘǊǳŎǘŜŘ ǘƘǊƻǳƎƘ ǇŀǊǘƛŎƛǇŀǘƛƻƴ ƛƴ Ŧƻƻǘōŀƭƭέ (ibid. 

 

p.100). Moreover, this has been noted in a variety of school and out of school 
 

contexts (e.g. Epstein et al., 1998, 2001; Swain, 2000; Connolly, 2003; Renold, 2005). 

 

Marcus (16), a keen footballer, as well as a highly skilled ballroom and latin-american 

 

ŘŀƴŎŜǊΣ ǊŜŎŀƭƭŜŘ Ƙƛǎ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ōŜƛƴƎ ŀ ΨǎǇƻǊǘȅΩ ŘŀƴŎŜǊ ŀǘ ǎŎƘƻƻƭΥ 

 

I'd always been into my football and stuff; you obviously you get a little bit of 
stick off the guys at football ς άhƘΣ ȅƻǳ Řƻ ŘŀƴŎƛƴƎΗ άŀƴŘ ǘƘŀǘ ǎƻǊǘ ƻŦ ǘƘƛƴƎΦ L 
think it helped me that I was also doing other sports. If I'd only been a dancer, 
then maybeΧ ōǳǘ ōŜŎŀǳǎŜ ǘƘŜȅ ŀƭƭ ƪƴŜǿ ƳŜ ŦǊƻƳ Ŧƻƻǘōŀƭƭ ŀƴŘ ŜǾŜǊȅǘƘƛƴƎ 
ōŜŦƻǊŜ ǘƘŀǘΧ L Řƻƴϥǘ ƪƴƻǿΣ L ƎǳŜǎǎ ƛǘϥǎ ƳŀȅōŜ ŘƛŦŦŜǊŜƴǘ ƛŦ ȅƻǳϥǊŜ Ƨǳǎǘ ŀ ŘŀƴŎŜǊΦ L 
think it would have been different 

 

Int: What sports did you play? 

 

Marcus: I swam competitively for a while. I played cricket. I was generally 
good in PE as well. I was generally all right at sports. In sports, you are 
expected to be more traditionally manly, it's supposed to be more aggressive, 
ȅƻǳ ŀǊŜ ǎǳǇǇƻǎŜŘ ǘƻ ōŜ Χ ōǳǘ ǘƘŀǘϥǎ ƴƻǘ ǉǳƛǘŜ ǿƘŀǘ ƛǎ ƎƛǾŜƴ ƻŦŦ ƛƴ ŘŀƴŎe. I feel 
that in carrying on playing sports, I've not lost that idea of traditional 
ƳŀǎŎǳƭƛƴƛǘȅ ǘƘŀǘ ƳŀȅōŜ ȅƻǳ ŘƻƴΩǘ ǎŜŜ ƛƴ ǎƻƳŜ ǇŜƻǇƭŜ ǿƘƻ ƘŀǾŜ ŘŀƴŎŜŘ ōǳǘ 
not done anything else quite traditionally masculine. In sport, you have to 
ƪƛƴŘ ƻŦΧ ŀƭƳƻǎǘ ƘŀǾŜ ǘƘŀǘ ƪƛƴŘ ƻŦΧ L Řƻƴϥǘ ǿŀƴǘ ǘƻ ǎŀȅ ƭŀŘŘƛǎƘ-like lad 
ŎǳƭǘǳǊŜ ŜȄŀŎǘƭȅΣ ōǳǘ ȅƻǳ ŀǊŜ ŜȄǇŜŎǘŜŘ ǘƻ ƘŀǾŜ ǎƻƳŜ ƪƛƴŘ ƻŦ ƭƛƪŜ Χ ȅƻǳ ŀǊŜ 
supposed to be what a traditional man is supposed to be when you are in a 
ǘŜŀƳ Χ L Řƻƴϥǘ ƪƴƻǿΧ ǘƘŜǊŜ ƛǎ ŀ ŘƛŦŦŜǊŜƴŎŜ ǘƘŜǊŜΣ L ǘƘƛƴƪΦ 

 
 
 

 

Marcus draws attention to the heteronormativity, or in his words, the άǘǊŀŘƛǘƛƻƴŀƭ 

 

ƳŀǎŎǳƭƛƴƛǘȅέ, which sport is meant to imbue in young men and then contrasts this 

 

with what is άƎƛǾŜƴ ƻŦŦέ in dance, where this masculinity is άƭƻǎǘέ. It could be argued, 
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ǘƘŜǊŜŦƻǊŜΣ ǘƘŀǘ ƛƴ ǘƘŜ ŎŀǎŜ ƻŦ aŀǊŎǳǎΣ ŀƴŘ ǇŜǊƘŀǇǎ ǘƘŀǘ ƻŦ ƻǘƘŜǊ ΨǎǇƻǊǘȅΩ ŘŀƴŎŜǊǎΣ 

 

ǘƘŜǊŜ ƛǎ ƴƻ ƴŜŎŜǎǎƛǘȅ ǘƻ ΨǊŜŎǳǇŜǊŀǘŜΩ ƳŀǎŎǳƭƛƴƛǘȅ ǎƛƴŎŜ ƛǘ Ƙŀǎ ƴƻǘ ōŜŜƴ ƭƻǎǘ ƛƴ the first 

 

place - it simply co-exists with a softer, less άǘǊŀŘƛǘƛƻƴŀƭέ form of being masculine 
 

associated with being a dancer. 
 
 
 

 

Later during his interview, Marcus suggested that some young males could be 

 

encouraged to dance by following the lead of well-known sportsmen such as Michael 

 

±ŀǳƎƘŀƴΣ ǘƘŜ ŎǊƛŎƪŜǘŜǊΣ ǿƘƻ ŦŜŀǘǳǊŜŘ ƻƴ ǘŜƭŜǾƛǎƛƻƴΩǎ Ψ{ǘǊƛŎǘƭȅ /ƻƳŜ 5ŀƴŎƛƴƎΩ 

 

programme. Although participants did not desire male dance teachers as role 

 

models, a minority like Marcus thought young males considering learning to dance 

 

could cite these sportsmen as a way of legitimising their own dance participation and 

 

in so doing recuperate their masculinity and/or heterosexuality. He explained: 

 

¢ƘŜǊŜ ǿŀǎ ŀ ƪƛŘ ǿƘƻ ŎŀƳŜ ǘƻ ƭŜǎǎƻƴǎ ōŜŎŀǳǎŜ ƘŜϥŘ ǎŜŜƴ ά{ǘǊictly Come 
5ŀƴŎƛƴƎέ ŀƴŘ ǿŀƴǘŜŘ ǘƻ ƎƛǾŜ ƛǘ ŀ ƎƻΦ {ƻΣ ǿƘŜƴ ȅƻǳ ǎŜŜ ȅƻǳǊ ƛŘƻƭǎΣ ƭƛƪŜ 
Michael Vaughan who was the England captain, going into dancing, for a guy 
ǿƘƻ ƛǎ ƛƴǘƻ ǘƘŀǘ ƪƛƴŘ ƻŦ ǘƘƛƴƎΣ ȅƻǳ ƳƛƎƘǘ ǘƘƛƴƪΣέ IŜ ƳƛƎƘǘ ōŜ ƻƴǘƻ ǎƻƳŜǘƘƛƴƎ 
here - why would a former England captain go along and dance if it wasn't 
ǎƻƳŜǘƘƛƴƎ ŦǳƴΣ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ƛǎ ŀŎǘǳŀƭƭȅ ƎƻƻŘ ǘƻ ŘƻΣ ƎƻƻŘ ǘƻ ǘǊȅΚέ L ǘƘƛƴƪ ƛǘϥǎ 
ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ǿƛƭƭ ƎŜǘ ƳƻǊŜ Ǝǳȅǎ ƛƴǘƻ ŘŀƴŎŜΧΦ 

 
 
 

 

IƻǿŜǾŜǊΣ ŘŜǎǇƛǘŜ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ ΨǎǇƻǊǘȅΩ ōƻȅ ƛŘŜƴǘƛǘƛŜǎΣ ŀ ŎƻǳǇƭŜ ƻŦ boys were 

 

ǳƴŀōƭŜ ǘƻ ŜȄǇƭƻƛǘ ǘƘŜƛǊ ǎǇƻǊǘƛƴƎ ƳŀǎŎǳƭƛƴƛǘȅ ŀƴŘ ǎƻ ǘƘŜ Ǉƻǎǎƛōƛƭƛǘȅ ƻŦ ΨƘŜǘŜǊƻǎŜȄǳŀƭ 

 

ǊŜŎǳǇŜǊŀǘƛƻƴΩ ŜƭǳŘŜŘ ǘƘŜƳΦ !ǎ ŀǎǇƛǊƛƴƎ ǇǊƻŦŜǎǎƛƻƴŀƭ ŘŀƴŎŜǊǎΣ ōƻǘƘ ōƻȅǎ ǿŜǊŜ 

 

prevented from participating in sports, in and out of school, by their parents and/or  

 

teachers for fear of injury. Bradley, for instance, was urged by his dance teacher to 

 

relinquish his hobby of skiing as a potential leg fracture could have jeopardised his 

 

nascent career. Another boy, Robin, spoke of the restrictions imposed on him by his 
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mother, herself a dance teacher, when, on entering secondary school in Year Seven, 

 

ŀƴŘ ǿƛǘƘ ǘƘŜ ǎŎƘƻƻƭΩǎ ŀƎǊŜŜƳŜƴǘΣ ƘŜ ǿŀǎ ƴƻǘ ǇŜǊƳƛǘǘŜŘ ǘƻ ǘŀƪŜ ǇŀǊǘ ƛƴ ǎƻƳŜ tΦ9Φ 

 

lessons. He explained: 

 

I was stopped from playing games just in case I damaged my legs, so then I 
was having to sit in the room with all the people who were not doing 
ƎŀƳŜǎ ōŜŎŀǳǎŜ ǘƘŜȅΩŘ ŦƻǊƎƻǘǘŜƴ ǘƘŜƛǊ ƪƛǘǎΣ ƻǊ ǘƘŜȅΩŘ ōŜŜƴ ƴŀǳƎƘǘȅΦ {ƻΣ ƛǘ 
ǿŀǎΣ ά9Ƙ ȅƻǳΗ DŜǘ ǳǇ ŀƴŘ ŘŀƴŎŜΦέ 

 
 
 

 

Another interviewee, Saul (13), who is of Caribbean heritage, described himself as 

 

άǇƻǇǳƭŀǊέ ǿƛǘƘ Ƙƛǎ ǎŎƘƻƻƭ ǇŜŜǊǎ ŀƴŘ ǎǳŎŎŜǎǎŦǳƭ ŀǘ ǎǇƻǊǘǎΦ !ǎƪŜŘ ƛŦ ƘŜ ƛŘŜƴǘƛŦƛŜŘ 

 

ƘƛƳǎŜƭŦ ŀǎ ΨǎǇƻǊǘȅΩΣ ƘŜ ǊŜǇƭƛŜŘΥ 

 

I am, very. Whenever I start something, for some reason I get very good at it. I 
could go into athletics, but I cancelled football a while ago - I still play but I 
don't see a future in it. There was also acting as well. People would look at me 
and see a good performer. I was asked to be a model, but my mum said no. 
There were two things she cancelled for me ς one was modelling, and the 
other was rugby. 

 

Int: Why did she not want you to model? 

 

Saul: I think it was because of the stigma attached to male modelling, 
although it isn't really that bad. I don't know, but that's the only thing I can 
think of. 

 

Int: In what sense is it stigmatised? 

 

Saul: Homosexuality. 

 

Int: And what about rugby? 

 

Saul: It was because of my dancing - ǎƘŜ ŘƛŘƴΩǘ ǿŀƴǘ ƳŜ ǘƻ ōǊŜŀƪ ŀƴȅǘƘƛƴƎΦ 
 
 
 

 

Saul was unique among the participants in that both of his parents were dance 
 

teachers, running a successful dance school. Contesting the dominant discourses 

 

surrounding dance and masculinity, they were happy for Saul to dance, but were 
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unwilling to allow him to be a model, fearing ΨǎǘƛƎƳŀΩΦ .ƭŀŎƪ ƳŀƭŜǎ ŀǊŜ ƻŦǘŜƴ ΨǊŜŀŘΩ 

as hypermasculine and hypersexual (e.g. Slatton & SpatesΣ нлмсύΣ ōǳǘ ƛƴ {ŀǳƭΩǎ ŎŀǎŜ 

ǘƘƛǎ ΨǊŜŀŘƛƴƎΩΣ ƴƻǊ Ƙƛǎ ΨǎǇƻǊǘȅΩ ōƻȅ ƛŘŜƴǘƛǘȅΣ ǿŜǊŜ ǎǳŦŦƛŎƛŜƴǘ ǘƻ ǊŜŎǳǇŜǊŀǘŜ Ƙƛǎ 

masculinity and heterosexuality. He revealed: 

 

A guy I don't even know - ǿŜ ǿŜǊŜ Ƨǳǎǘ ŎƻƳƳŜƴǘƛƴƎ ƻƴ ŀ ŦǊƛŜƴŘΩǎ ǘƘƛƴƎ ƻƴ 
Facebook- ŀƴŘ ƘŜ ǎŀƛŘΣ ά.ǳǘ ȅƻǳ ōŀƭƭǊƻƻƳ ŘŀƴŎŜΣ ǎƻ ȅƻǳ Ŏŀƴϥǘ ǎŀȅ ŀƴȅǘƘƛƴƎέΣ 
ŀƴŘ L ǿŀǎ ƭƛƪŜΣ άhƪŀȅέΣ ōǳǘ L ǊŜŀƭƭȅ Řƻƴϥǘ ǘŀƪŜ ƻŦŦŜƴŎŜ ǘƻ Ƴƻǎǘ ǘƘings, 
especially when it comes to dancing. 

 
 
 

 

7.4.3 Reconceptualising dance as sport 

 

During interviews, many male dancers drew parallels between sport and dance, 

ƻŦǘŜƴ ŜƳǇƘŀǎƛǎƛƴƎ ŘŀƴŎŜǊǎΩ ŀǘƘƭŜǘƛŎƛǎƳ ǊŀǘƘŜǊ ǘƘŀƴ ǘƘŜ ŜȄǇǊŜǎǎƛǾŜ ŀǊǘƛǎǘǊȅ ǊŜǉǳƛǊŜŘ 

of dance. Saul, for instance, described his ballroom and latin - american dance as 

άƘƛƎƘƭȅ ŀǘƘƭŜǘƛŎέ and άƳƻǊŜ ǎǇƻǊǘȅ ǘƘŀƴ ōŀƭƭŜǘέΣ ŀŘŘƛƴƎ ǘƘŀǘ άȅƻǳ ŎƻǳƭŘ ŘŀƴŎŜ ŀƴŘ 

ǇǊŀŎǘƛǎŜ ŀƴŘ ŎƻƳŜ ƻǳǘ ǎƻǊŜέΦ This construction of dance as a sport appears to serve 

as a resistance strategy to the prevailing discourse of dance and effeminacy, and 

enables boys to legitimise their dance participation ς ŀ ŦǳǊǘƘŜǊ ŜȄŀƳǇƭŜ ƻŦ ǘƘŜ άƳŀƪŜ 

ƛǘ ƳŀŎƘƻέ ǎǘǊŀǘŜƎȅ όCƛǎƘŜǊΣ нллтύΣ ǳǎŜŘ ǘƻ ǊŜƛƴŦƻǊŎŜ ǊŜŀƭ ƻǊ ƛƳŀƎƛƴŜŘ 

heteronormative aspects of dance ŀƴŘ ǇǊƻǾƛŘŜ ŀ ǎǇǳǊƛƻǳǎ ƧǳǎǘƛŦƛŎŀǘƛƻƴ ŦƻǊ ƻƴŜΩǎ 

interest in it. 

 

 

As with Saul, most boys believed that male dancers were thought to require physical 

strength and power, (necessary for jumping, turning and other virtuosity), and in so 

doing aligned themselves with what they identified as similar pre-requites for many 

 
 
 

 

234 



 

sports such as football and rugby, traditionally regarded as hyper-masculine. By 

contrast, female dancers were thought by boys to require such qualities as 

άŜƭŜƎŀƴŎŜέΣ άƎǊŀŎŜέ and άǇƻƛǎŜέ instead. Although disappointing, such binary 

thinking is not necessarily surprising since it has an historical choreographic 

precedent, especially within the classical ballet repertoire and one engrained in 

public consciousness. It is also reproduced, I argue, contemporaneously by 

essentialist and conservative constructions of gender normativity in some 

portrayals of competitive dance in the media, such as the refusal of the BBC to 

admit same-sex couples to compete in the televisiƻƴ ǎŜǊƛŜǎ Ψ{ǘǊƛŎǘƭȅ /ƻƳŜ 5ŀƴŎƛƴƎΩΦ 

Moreover, as was noted in Chapter Five, the dance awarding organisations fuel such 

ŜǎǎŜƴǘƛŀƭƛǎƳ ōȅ ƘŀǾƛƴƎ ΨƳŀƭŜΩ ŀƴŘ ΨŦŜƳŀƭŜΩ ōŀƭƭŜǘ ǎȅƭƭŀōƛ ǿƘƛŎƘΣ ŦƻǊ ŜȄŀƳǇƭŜΣ 

ŦŜŀǘǳǊŜǎ ΨǇƻƛƴǘŜ ǿƻǊƪΩ ǊŜǎǘǊƛŎǘŜŘ ǘƻ ŦŜƳŀƭŜǎ ƻǊ ǘƘƻǎŜ ǿƘƻ ŎƘoose to present as 

female. Regrettably, in terms of syllabus development at least, it seems that little 

has changed since Crawford made his plea in 1994 that: 

 

9ŘǳŎŀǘƻǊǎ ƴŜŜŘ ǘƻ ǇǊŜǎŜƴǘ ŘŀƴŎŜ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ōƻǘƘ ƎƛǊƭǎΩ ŀƴŘ ōƻȅǎΩ ƭƛǾŜŘ 
experiences. This requires a multicultural view of dance as athletic, 
ŘŜƳŀƴŘƛƴƎΣ ŎƻƳƳǳƴŀƭΣ ŀƴŘ ŎƻƳǇŜǘƛǘƛǾŜΣ ƴƻǘ Ƨǳǎǘ ƎǊŀŎŜŦǳƭ ŀƴŘ ŀǊƛǎǘƻŎǊŀǘƛŎΧ 
(Crawford, 1994, p.42) 

 
 
 

 

In that vein, some boys also equated dance with sport because it can involve a 

competitive aspect - by participating in dance festivals, competitions and 

auditions. Embodying aspects of orthodox masculinity, which privileges 

competition among males, Marcus (16) explained his motivation to keep dancing: 

 
I think it's the competition that keeps me hooked on ƛǘΦ LǘΩǎ ŀŎǘƛǾŜ ōǳǘ ƛǘϥǎ ŀƭǎƻ 
sociable, and it gives you the opportunity to compete and pit yourselves 
against other people. I think that's what drives me ς the fact that I enjoy 
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socialising as well as exercising at the same time, and the fact that I can 
compete is just great as I'm very competitive generally. 

 

Nor was this tendency to conflate sport and dance confined to adolescents; some 

ŀŘǳƭǘǎ ŀƭǎƻ ŜƴƎŀƎŜ ƛƴ ƛǘΦ IƻƭŘǎǿƻǊǘƘΣ ǿǊƛǘƛƴƎ ŀōƻǳǘ ŀ нллр Ψ.ƻȅǎΩ 5ŀƴŎƛƴƎΩ ǇǊƻƧŜŎǘ ƛƴ 

the West Midlands which aimed to challenge the perception of dance as an activity 

for females, noted that the project leaders were apt to use language such as άǿŜƭƭ 

ǇƭŀȅŜŘ ƭŀŘǎέ and άǊŜǎǳƭǘέ in response to a skilful execution of a dance move. She 

concluded that this language άǿŀǎ ƳƻǊŜ ŀƪƛƴ ǘƻ ǘƘŜ ǎǇƻǊǘǎ ŦƛŜƭŘ ǘƘŀƴ ŜƭǎŜǿƘŜǊŜέ and 

ǿŀǎ ŀƴ ŀǘǘŜƳǇǘ ǘƻ άshore up their masculine credentials in order to offset the 

ǇƻǘŜƴǘƛŀƭ ŀǎǎƻŎƛŀǘƛƻƴǎ ƻŦ ǘƘŜ ŀŎǘƛǾƛǘȅ ǘƘŜȅ ǿŜǊŜ ŜƴƎŀƎŜŘ ƛƴέ (Holdsworth, 2013, p. 

176). 

 

 

Similarly, in an attempt to encourage more boys into dance, some institutions have 

also sought to align dance with sports. As mentioned in Chapter Five, foremost in 

the UK is a recent initiative from the Royal Academy of Dance (RAD), entitled 

ΨProject BΩΣ ŀ άƴŜǿ ŘŀƴŎŜ ǇŀǊǘƴŜǊǎƘƛǇǎ ƛƴǎǇƛǊŜŘ ōȅ ǎǇƻǊǘǎ ŀƴŘ ǎǳǇŜǊƘŜǊƻŜǎέ to 

promote the άŀǘƘƭŜǘƛŎƛǎƳ ŀƴŘ ǇƘȅǎƛŎŀƭƛǘȅ ǘƘŜ ōŀƭƭŜǘ ƘƻƭŘǎέΦ Predicated on a belief 

that boys want to do άŎƻƻƭέ moves according to Iain Mackay, a professional male 

ŘŀƴŎŜǊ ŀƴŘ Ψ5ŀƴŎŜ !ƳōŀǎǎŀŘƻǊΩ ŦƻǊ ǘƘŜ ǇǊƻƧŜŎǘΣ ǘhe initiative began by άŦƛǊƛƴƎ ōƻȅǎΩ 

ƛƳŀƎƛƴŀǘƛƻƴǎέ ǿƛǘƘ ƳƻǾŜǎ ƛƴŎƭǳŘƛƴƎ Ψ¢ƘŜ 5ŀōΩΣ Ψ¢ƘŜ ¢ǊŀƴǎŦƻǊƳŜǊΩ ŀƴŘ ǘƘŜ Ψ/Ǌƛǎǘƛŀƴƻ 

wƻƴŀƭŘƻ ƧǳƳǇΩΦ IƻǿŜǾŜǊΣ ƛƴ άŘǊŀǿƛƴƎ ƛƴǎǇƛǊŀǘƛƻƴ ŦǊƻƳ ŎƭŀǎǎƛŎŀƭ ōŀƭƭŜǘ ƳƻǾŜƳŜƴǘǎ ǘƻ 

other aspects of popular cultureέΣ ǘƘƛǎ ƛƴƛǘƛŀǘƛǾŜ ƛǎ heavily reliant on stereotypical 

male tropes that serve to reproduce heterosexist essentialist notions of gender. As 

such, it functions to recuperate ballet as both a masculine and a heterosexual  
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activity. However, this could be counterproductive since some scholars have 

identified a problematic association between the masculinisation of dance and 

persistent homophobic attitudes towards dance culture (e.g. Burt, 1995, 2001, 2009; 

Gard, 2001; Risner, 2000c, 2002a, 2009, 2014; Lehikoinen, 2006). 

 

 

            Nor is this linkage of dance with sport confined to the UK. In Finland for example, 

 

ǘƘŜ ǇǊŜǾŀƭŜƴǘ ŘƛǎŎƻǳǊǎŜ ƛƴ ōƻȅǎΩ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴ ŜƳǇƘŀǎƛȊŜǎ ōƻȅƛǎƘƴŜǎǎ ŀƴŘ 

 

ƳŀǎŎǳƭƛƴƛǘȅ ŀƴŘ ŀǘǘŜƳǇǘǎ ǘƻ ǎƘƻǿ ǘƘŀǘ ŘŀƴŎŜ ƛǎ ŀ ΨƳŀƴƭȅΩ ŦƻǊƳ ƻŦ expression by 

 

comparing a male dancer with an ice hockey player, for example. As Lehikoinen 

 

όнллсύ ƴƻǘŜǎΣ ŀƴŘ ŀǎ ΨProject BΩ ŀƭǎƻ ƛƭƭǳǎǘǊŀǘŜǎΣ ŀƴ ǳƴŦƻǊǘǳƴŀǘŜ ŎƻƴǎŜǉǳŜƴŎŜ ƻŦ ǎǳŎƘ 

 

a strategy is that attention is paid to prejudices and fears rather than to the 

 

possibilities and potential of dance itself. 
 

 

For many of my participants then (and some of their parents), dance was 

 

conceptualised and rationalised as a sport rather than an art form. For instance, 

 

Gareth (14), a ballroom and latin-american dancer, recalled a conversation with his 

 

father: 
 

 

I remember he told me there are more girls than guys in this sport [dance] 
and you need to be prepared that people will say you are doing something 
girlish. Just be prepared, because the ƳŀƧƻǊƛǘȅ ƻŦ ǇŜƻǇƭŜ ǘƘƛƴƪ ŀ ƎǳȅΩǎ ǎǇƻǊǘ ƛǎ 
ƭƛƪŜ ŦƻƻǘōŀƭƭΣ ōǳǘ ŘŀƴŎƛƴƎΣ Ƴȅ ŘŀŘ ǎŀȅǎΣ ƛǘϥǎ ƳƻǊŜ ƭƛƪŜ ŀ ƎƛǊƭǎΩ ǎǇƻǊǘΦ L ǎŀƛŘ 
okay, I can take it. I was seven or eight when he said that. 

 
 
 
 

 

Many participants also recognised the dualistic nature of the subject and had regard 

 

for the artistic elements too. This was perhaps best expressed by George (13): 
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L ŦŜŜƭ ōŜǘǘŜǊΣ ƘŜŀƭǘƘƛŜǊ ŀŦǘŜǊ LΩǾŜ ŘƻƴŜ ŘŀƴŎƛƴƎΣ ǎƻ ƛƴ ǘƘŀǘ ǊŜǎǇŜŎǘ L ǘƘƛƴƪ ƛǘΩǎ ŀ 
ǎǇƻǊǘΣ ōǳǘ ƛǘ ǎƘƻǿǎ Ƙƻǿ ȅƻǳΩǊŜ ŦŜŜƭƛƴƎ ŀǘ ǘƘŀǘ ŀǘ ǘƘŜ time and you can 
express your feelings, so in that respect it is an art. 

 
 
 

 

While I regard dance to be an art form, I wondered to what extent others 

 

conceptualised it as a sport . A quick internet trawl revealed mixed opinions as to 

 

whether dance is a sport, an art or both. Irrespective of this, it seems clear that for 

 

many young male dancers conceptualising dance as a sport is an effective way of 

 

valorising it while also recuperating their masculine and/or heterosexual identity. 

 

Put simply, it appears to have made them feel better about themselves since they 

 

were conforming to the normative notion of a sport-loving male. 
 
 
 
 
 
 

тΦпΦп /ƘƻƻǎƛƴƎ ΨŎƻƻƭΩ ŘŀƴŎŜ ƎŜƴǊŜǎ 

 

Boys were clear that learning to dance involved choosing one or more dance genres. 

 

While these choices of dance genre were overwhelmingly made by the boys 

 

themselves, younger boys were sometimes guided by a parent, invariably their 

 

mother. Lucas (15), for instance, recounts that the decision to send him to dance 

 

lessons, aged 7, was that of his: 
 

aǳƳ ŀƴŘ Ƴȅ ƳǳƳΩǎ ώŦŜƳŀƭŜϐ ŦǊƛŜƴŘΦ L ǿŀǎ ŀǎƪŜŘ ƛŦ L ǿŀƴǘŜŘ ǘƻ Ǝƻ ǘƻ ǎǘǊŜŜǘ 
dance class and I said yes. After a year or two I started street dance and jazz 
too, and then when I was 10 my teacher asked me to start on ballet and tap, 
because she said I had lots of potential. 

 
 
 

 

Despite the dominant discourse that dance is regarded as άŀƴ ŜŦŦŜƳƛƴŀǘŜ ŀƴŘ 

 

ǎǳǎǇŜŎǘ ŀŎǘƛǾƛǘȅ ŦƻǊ ŀ ƳŀƭŜ ōƻŘȅέ (Migdalek, 2015, p.76), young male dancers can, 

 

like Lucas did initially, escape this gender straitjacket to some extent by choosing 
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ΨǎŀŦŜΩ ŘŀƴŎŜ ƎŜƴǊŜǎΦ LƴŘŜŜŘΣ Ƴȅ Řŀǘŀ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ǘƘŜ нс ōƻȅǎ ǿŜǊŜ ƛƴƛǘƛŀƭƭȅ 

attracted to a limited range of dance styles - urban (incorporating break, freestyle, 

hip-hop, street dance), musical theatre and tap, with notable absences from the list 

including ballet, jazz and contemporary dance. However, this was not set in stone as 

ōƻȅǎΩ ǇǊŜŦŜǊŜƴŎŜǎ ŎƘŀƴƎŜŘΦ CƻǊ ƛƴǎǘŀƴŎŜΣ [ǳŎŀǎΩǎ ǇŀǘƘǿŀȅ όŀōƻǾŜύ ŎƻǳƭŘ ōŜ ǊŜƎŀǊŘŜŘ 

ŀǎ ŀƴ ƛƴŎǊŜƳŜƴǘŀƭ ǇǊƻƎǊŜǎǎƛƻƴ ŦǊƻƳ ŎǳƭǘǳǊŀƭƭȅ ΨŎƻƻƭΩ ŀƴŘ ΨǎŀŦŜΩ ŘŀƴŎŜ ƎŜƴǊŜǎ ǎǳŎƘ ŀǎ 

ǳǊōŀƴ ŘŀƴŎŜ ǿƘƛŎƘ ǾŀƭƻǊƛǎŜǎ ŀƴŘ ŜǎǘŜŜƳǎ ΨƻǊǘƘƻŘƻȄ ƳŀǎŎǳƭƛƴƛǘȅΩ ό!ƴŘŜǊǎƻƴΣ нллфύΣ 

ǘƻǿŀǊŘǎ ŎǳƭǘǳǊŀƭƭȅ ŎƻŘŜŘ ΨǳƴŎƻƻƭΩ ŀƴŘ ΨǳƴǎŀŦŜΩ ŘŀƴŎŜ ƎŜƴǊŜǎΣ ǎǳŎƘ ŀǎ ōŀƭƭŜǘΣ ƧŀȊȊ ŀƴŘ 

latin-american, which could threaten normative masculinity. 

 

 

Clearly though, the hyper-masculinised image of urban dance, for example, can 

ŜƴƘŀƴŎŜ ōƻȅǎΩ ǇƻǇǳƭŀǊƛǘȅ ŀƴŘ ŀǘǘǊŀŎǘƛǾŜƴŜǎǎ ǿƛǘƘ ŀƴŘ ǘƻ ǘƘŜƛǊ ǇŜŜǊǎ όtŀǎŎƻŜΣ нллрΤ 

Holdsworth, 2013). Relatedly, Prickett notes the άǘƘŜŀǘǊƛŎŀƭƛǎŀǘƛƻƴέ of hip-hop 

dance which has now found its way into television talent shows, films, stage 

productions and cultural festivals such as the Olympic games ceremonies. This has 

shifted it from being άŀ ǎǳōǾŜǊǎƛǾŜ ǎǳōŎǳƭǘǳǊŀƭ ŜȄǇǊŜǎǎƛƻƴ ƛƴǘƻ ŀ ǇǊƻƳƛƴŜƴǘ ŀƴŘ 

popular performance sǘȅƭŜέ leading to a άŘƛǎǊǳǇǘƛƻƴ ƻŦ ƎŜƴŘŜǊ ŀǎǎǳƳǇǘƛƻƴǎ ŀƴŘ 

preconceptions of hip-ƘƻǇ ŘŀƴŎŜέ (Prickett, 2013, p.175). Thus, emboldened by its 

cultural approbation, it is now safe(r) for boys to partake of such a genre, one that 

plays to a particular script of orthodox masculinity ς of physical strength and 

competitiveness. This can be aided by culturally validated and reified signifiers of 

ΨŎƻƻƭΩ ǎǳŎƘ ŀǎ ŘŜǎƛƎƴŜǊ-labelled trainers and the inverted wearing of baseball caps. 

Such behaviours and presentations thereby enable boy dancers to remain within 

the άƭƛƳƛǘǎ ƻŦ ƳŀǎŎǳƭƛƴƛǘȅέ (Cann, 2014, p.17). 
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bŜƎƻǘƛŀǘƛƴƎ ǘƘŜǎŜ ƭƛƳƛǘǎ ǿŀǎ ǘƘŜǊŜŦƻǊŜ ŀ ƪŜȅ ŀǎǇŜŎǘ ƻŦ ŜŀŎƘ ōƻȅΩǎ ƛŘŜƴǘƛǘȅ ǿƻǊƪ ŀƴŘ 

 

was contingent on a range of contextual, intersecting factors (e.g. dance genre, 

 

personal interests, family and peer influences). It must also recognised that choice 

 

can work two ways, and what dance genres boys opt not to do are also highly 
 

significant and are understood here as a form of gender policing and self-regulation. 
 

For example, Callum (11), described as άƛƳǇƻǎǎƛōƭŜέ his desire to take up tap 

dancing; he explained that, άƳȅ ŦǊƛŜƴŘǎ ǿƻǳƭŘ Ƨǳǎǘ ǘŀƪŜ ǘƘŜ ǇƛǎǎΧLΩŘ ƎŜǘ ŘƻƎƎŜŘ ŦƻǊ ƛǘ 

ŀƴŘ ŎŀƭƭŜŘ ƎŀȅΦ bƻΧ ƛǘΩǎ Ƨǳǎǘ ƴƻǘ ǿƻǊǘƘ ƛǘέΦ 

 
 

              Like Callum, some parents were alert to the threat that certain dance genres posed 

 

to the perceived heteronormative identity of their sons and regulated their choices 

 

accordingly. This was illustrated by Julian (17), a freestyle dancer, who recalled that, 

 

agŜŘ мнΣ ƘŜ ŀǎƪŜŘ ŀƴŘ ǿŀǎ ǊŜŦǳǎŜŘ Ƙƛǎ ǇŀǊŜƴǘǎΩ ǇŜǊƳƛǎǎƛƻƴ ǘƻ ǎǘŀǊǘ ōŀƭƭŜǘ ŀƴŘ ǘŀǇ 

 

classes. He explained: 

 

L ƳŜƴǘƛƻƴŜŘ ƛǘ ǘƻ ǘƘŜƳ ǿƘŜƴ L ǿŀǎ ƛƴ ƘƛƎƘ ǎŎƘƻƻƭΣ ǎƻ ǿƘŜƴ LΩŘ ōŜŜƴ ŎƻƳƛƴƎ 
here [the dance school] a couple of years, that I wanted to do different style 
of dance because I really liked it, but at the time I was getting bullied at 
ǎŎƘƻƻƭ ŀ ƭƻǘΣ ŀƴŘ Ƴȅ ǇŀǊŜƴǘǎ ǎŀƛŘ ǘƘŀǘ LΩŘ ƎƛǾŜ ǇŜƻǇƭŜ ƳƻǊŜ ŀƳƳǳƴƛǘƛƻƴ ƛŦ L 
started doing ballet and tap and everything, and people would start calling 
me gay more, so I was jusǘ ƭƛƪŜΣ ΨCƛƴŜ ǘƘŜƴΣ L ǿƻƴΩǘ Řƻ ƛǘΩΦ ¢ƻ ōŜ ƘƻƴŜǎǘΣ ƛǘΩǎ 
been my biggest regret. I should have just told my parents that I wanted to do 
ƛǘ ōŜŎŀǳǎŜ LΩŘ ŀƭǿŀȅǎ ǿŀƴǘŜŘ ǘƻ Řƻ ŘƛŦŦŜǊŜƴǘ ǎǘȅƭŜǎ ǿƘŜƴ L ǿŀǎ ȅƻǳƴƎŜǊΣ ŀƴŘ L 
feel like I could have done it really well bŜŎŀǳǎŜ L ǿƻǳƭŘΩǾŜ ōŜŜƴ ŎƻƳƳƛǘǘŜŘ ǘƻ 
ƛǘΣ ǎƻ ƛǘΩǎ ƪƛƴŘ ƻŦ ǊŜŀƭƭȅ ŀƴƴƻȅŜŘ ƳŜ ƻǾŜǊ ǘƘŜ ȅŜŀǊǎΧ 

 
 
 

 

²Ŝ ǎŀǿ ƛƴ /ƘŀǇǘŜǊ CƛǾŜ Ƙƻǿ ǘƘŜ ΨProject BΩ ƛƴƛǘƛŀǘƛǾŜ ŦǊƻƳ ǘƘŜ wƻȅŀƭ !ŎŀŘŜƳȅ ƻŦ 

 

5ŀƴŎŜ όw!5ύ ƛƴǾƻƭǾŜŘ ǘŜŀŎƘƛƴƎ ōƻȅǎ ΨŎƻƻƭΩ ŘŀƴŎŜ ƳƻǾŜǎ ōǳǘ ǿƛǘƘƛƴ ŀ ōŀƭƭŜǘ ŘŀƴŎŜ 

 

framework - ŀƴ ŀǘǘŜƳǇǘ ǘƻ ƳŀƪŜ ŀƴ ΨǳƴŎƻƻƭΩ ƎŜƴǊŜ ǎƻƳŜƘƻǿ ΨŎƻƻƭΩΦ Lƴ Ƴȅ ǊŜǎŜŀǊŎƘΣ 
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ŀƭƭ нс ōƻȅǎ ǊŜŎƻƎƴƛǎŜŘ ǘƘŀǘ ǎƻƳŜ ŘŀƴŎŜ ƎŜƴǊŜǎ ǿŜǊŜ ŎǳƭǘǳǊŀƭƭȅ ŎƻŘŜŘ ŀǎ ΨŎƻƻƭΩ ǿƘƛƭŜ 

 

others were not. Gareth (14) spoke for many when asked about this: 

 

LƴǘΥ {ƻΣ ƛǎ ǘƘƛǎ ƛŘŜŀ ƻŦ ŘŀƴŎŜ ōŜƛƴƎ ΨŎƻƻƭΩ ƛƳǇƻǊǘŀƴǘΚ 

 

Gareth: Yes, to attract guys to dance the first thing is for it to be cool. If 
ǎƻƳŜǘƘƛƴƎ ƛǎƴϥǘ ŎƻƻƭΣ Ǝǳȅǎ ǿƻƴΩǘ ǿŀƴǘ ǘƻ Řƻ ƛǘΣ ŘŜŦƛƴƛǘŜƭȅ. 

 
 
 

 

There was a clear consensus among boys as to what ƎŜƴǊŜǎ ŎƻƴǎǘƛǘǳǘŜŘ ΨŎƻƻƭΩ ƻƴŜǎ ς 
 

with urban and commercial dance at one end of the spectrum and ballet, latin- 

 

american and tap dancing at the other, with a few genres, such as ballroom and jazz 

 

dance occupying the middle ground. While most dancers did not consider 
 

ǘƘŜƳǎŜƭǾŜǎ ŀǎ ΨŎƻƻƭΩ ǇŜǊ ǎŜΣ ǘƘŜȅ ƪƴŜǿ Ƙƻǿ ǘƻ ŀǘǘŀƛƴ ǘƘƛǎ ƛŘŜƴǘƛǘȅΣ ƛŦ ŘŜǎƛǊŜŘ όōȅ ŀ 

 

careful choice of genre) and so accrue substantial cultural, social and symbolic 

 

resources. However, not all dancers opted to do so, and a minority 

 

remained immune to these normative forces by focussing on ballet, tap and jazz 

 

dance instead. In so doing, they successfully contested the heteronormativity of a 

 

tightly regulated framework of άȅƻǳǘƘ ǘŀǎǘŜ ŎǳƭǘǳǊŜǎέ (Cann, 2014, p.17). 
 
 
 

 

Aware of the sŀƭƛŜƴŎŜ ƻŦ ǘƘŜǎŜ ΨǘŀǎǘŜ ŎǳƭǘǳǊŜǎΩΣ ōǳǘ ǳƴŀōƭŜ ǘƻ ǊŜǎƛǎǘ ǘƘŜ ǊŜƎǳƭŀǘƻǊȅ 

 

ǇƻǿŜǊ ƻŦ ŀ ŘƛǎŎƻǳǊǎŜ ǿƘƛŎƘ Ǉƻǎƛǘǎ ōƻȅǎ ǿƘƻ ŜƴƎŀƎŜ ƛƴ ΨŦŜƳƛƴƛƴŜΩ ŘŀƴŎŜ ƎŜƴǊŜǎ ŀǎ 

 

άŀōƴƻǊƳŀƭέ (Berger, 2003, p.22) or ΨǳƴŎƻƻƭΩΣ ǎƻƳŜ ōƻȅǎ ŎƘƻǎŜ ǘƻ ŀōŀƴŘƻƴ ǎǳŎƘ 

 

genres. One such was Reece (16), who explained, 
 

L ŘƛŘ LǊƛǎƘ ŘŀƴŎƛƴƎ ŦǊƻƳ с ȅŜŀǊǎ ƻƭŘ ǘƻ ŀōƻǳǘ мпΣ ŀƴŘ L ŘƛŘ ǘƘŀǘ ōŜŎŀǳǎŜ LΩƳ 
LǊƛǎƘ ŀƴŘ Ƴȅ ƭƛǘǘƭŜ ǎƛǎǘŜǊ ŘƛŘ ƛǘ ŀƴŘ L ǿŜƴǘ ŀƭƻƴƎΧ ²ƘŜƴ L ǿŀǎ ƛƴ ƘƛƎƘ ǎŎƘƻƻƭΣ L 
Ǝƻǘ ōǳƭƭƛŜŘ ŀ ōƛǘ ŀƴŘ Ǝƻǘ ŎŀƭƭŜŘ Ǝŀȅ ŀƴŘ ǘƘŀǘ ǳǇǎŜǘ ƳŜΧL ǎǘƻǇǇŜŘ ƛǘ ώLǊƛǎƘ 
ŘŀƴŎƛƴƎϐ ǿƘŜƴ L Ǝƻǘ ƛƴǘƻ ǘƘŜ ƳƛŘŘƭŜ ƻŦ ƘƛƎƘ ǎŎƘƻƻƭ ōŜŎŀǳǎŜ ƛǘ ǿŀǎƴΩǘ ŎƻƻƭΧΦ 
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While personally disappointing for Reece, my analysis suggests that, aided by a range 

 

of recuperative strategies, most boys chose not to capitulate to this discourse, but to 

 

contest it. As I explain see below, some boys used dance to enhance their masculine 

 

and social capital at secondary school. 
 
 
 

 

7.4.5 Acquiring popularity through dance 

 

²ƘƛƭŜ /ƘŀǇǘŜǊ CƛǾŜ ŜȄǇƭƛŎŀǘŜŘ Ƙƻǿ ōƻȅǎΩ ŘŀƴŎŜ ǎuccess could spell trouble for them 
 

in their secondary school, the converse was also the case, since achievements in 

 

dance competitions, or in public performances, could also bring kudos and 

 

popularity at school. According to Gareth (14) , being judged skilled at something 
 

ŎƻǳƭŘ ŜƴƘŀƴŎŜ ƻƴŜΩǎ ŎǊŜŘƛōƛƭƛǘȅ ǿƛǘƘ ǇŜŜǊǎΣ ŜǎǇŜŎƛŀƭƭȅ ƛŦ ǘƘŜ ǎǳŎŎŜǎǎ ǿŀǎ ǘƘŜ ǊŜǎǳƭǘ ƻŦ 

 

competitive endeavour: 
 

!ǘ ŦƛǊǎǘΣ ǇŜƻǇƭŜ ǿƻǳƭŘ Ƨǳǎǘ ƭŀǳƎƘ ŀǘ ƳŜΧ ōǳǘ ƻǾŜǊ ǘƛƳŜ L ŘƛǎǇǊƻǾŜŘ ǘƘŜƛǊ 
perception. I won a lot of trophies and I started to be more confident in saying 
I was a dancer, because people could not judge me because I was qualified to 
say I was a dancer because I had won lots of competitions and I was proud to 
say I was a dancer. Even though they treated me like a different kind of 
ǇŜǊǎƻƴΣ ǘƘŜȅ ǎǘƛƭƭ ǘƘƻǳƎƘǘΣ ά¢Ƙƛǎ Ǝǳȅ ƛǎ ǳƴƛǉǳŜέΣ ƛƴǎǘŜŀŘ ǘƘŀƴ ǘƘƛƴƪƛƴƎ ƻŦ ƳŜ ŀǎ 
a girl or gay stuff.  
I started gaining more confidence in dancing and then became more popular 
in school. The teachers knew I was a dancer and asked me to do some 
performances in school. I did it lots of times in my primary school which was 
ƳƛȄŜŘ ǎŜȄ ŀƴŘ L ǇŜǊŦƻǊƳŜŘ ƛƴ ǘƘŜƛǊ άƎǊŀŘǳŀǘƛƻƴέ ŎŜǊŜƳƻƴȅΦ !ǘ ǎŜŎƻƴŘŀǊȅ 
school, I performed at school fairs and things like that. It was fun, and I 
started getting lots of confidence in telling people I was a dancer and my 
popularity improved. I started organising a dance society at high school which 
was the first ever society they had related to dance. I was really proud of this, 
I was 15. I asked my friends to participate in different roles like Secretary or 
Treasurer and engaged them in dancing. 

 
 
 

 

DŀǊŜǘƘΩǎ ŀŎŎƻǳƴǘ ƛƭƭǳǎǘǊŀǘŜǎ Ƙƻǿ ǎŎƘƻƻƭ ƛŘŜƴǘƛǘƛŜǎ Ŏŀƴ ǎƻƳŜǘƛƳŜǎ ōŜ ŦƭǳƛŘ ŀƴŘ 

 

flexible, capable of re-orientation with peers which can lead to a cessation of 
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bullying and marginalisation as well as a swell of confidence. All interviewees spoke 

of the increased confidence that dance had given them, but only Gareth made claim 

to such a dramatic transformation in his school fortunes, where he became 

acknowledged as a skilful, successful competitor and leader (normative male traits), 

which enabled a recuperation of his masculinity. Such a transformation is all the 

more striking since Gareth was short in stature, slight in build and unremarkable in 

feature - far removed from the tall, athletic and good-looking boys who score well 

ƛƴ ǘƘŜ ΨŎƻƻƭ ǎǘŀƪŜǎΩ ŀŎŎƻǊŘƛƴƎ ǘƻ WŀŎƪǎƻƴ όнллсōύ, who argues that certain 

characteristics are inscribed on bodies so that, for example, άōƭŀŎƪ-working-

classness is inscribed on the male bodȅ ŀǎ Ŏƻƻƭέ (Jackson, 2006b, p.118). This is 

exemplified in my research by Saul (13), a Caribbean participant - tall, good-looking, 

ǎǇƻǊǘȅΣ ǇƻǇǳƭŀǊ ǿƛǘƘ ǇŜŜǊǎ ŀƴŘ ǘƘŜ ŜǇƛǘƻƳŜ ƻŦ ΨŎƻƻƭΩ - who experienced only mild 

bullying and some teasing (from his soccer team mates) that he described as mostly 

ΨōŀƴǘŜǊΩΦ IƻǿŜǾŜǊΣ ŀǎ L ŜȄǇƭƛŎŀǘŜŘ ƛƴ тΦпΦнΣ ŜǾŜƴ {ŀǳƭΩǎ ŎƻƴǎƛŘŜǊŀōƭŜ ŀǘǘǊƛōǳǘŜǎ ŘƛŘ 

ƴƻǘ ǇǊƻǘŜŎǘ ƘƛƳ ŦǊƻƳ ŎŜƴǎǳǊŜ ŦǊƻƳ άŀ Ǝǳȅ L ŘƻƴΩǘ ŜǾŜƴ ƪƴƻǿέ for being a ballroom 

dancer. 

 
 

 

7.4.6 Policing of movement practices 

 

In όǊŜύŎƻƴǎǘǊǳŎǘƛƴƎ ƳŀǎŎǳƭƛƴŜ ŀƴŘκƻǊ ƘŜǘŜǊƻǎŜȄǳŀƭ ǎŜƭǾŜǎΣ ōƻȅǎΩ ōƻŘƛŜǎ ŀƴŘ ǘƘŜƛǊ 

movement practices were found to be of central importance, both to the boys 

themselves and to how they were perceived by others. Analysis suggests that it was 

often in their movement practices that the (re)construction and performance of 

their masculine/sexual identities were sited, and as such were subject to self-policing 

and external regulation. 
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As Paechter (2007, p.115) notes, άώ.ϐƻŘƛƭȅ ŎƻƳǇƻǊǘƳŜƴǘ ƛǎ ƻŦǘen used to signify an 
 

ƛŘŜƴǘƛǘȅ ǿƛǘƘƛƴ ŀ ƭƻŎŀƭ ŎƻƳƳǳƴƛǘȅ ƻŦ ǇǊŀŎǘƛŎŜέ and for male dancers who move in 

 

ǿŀȅǎ ǘƘŀǘ ŀǊŜ ŎǳƭǘǳǊŀƭƭȅ ŎƻŘŜŘ ŀǎ ΨŦŜƳƛƴƛƴŜΩΣ ǎǳŎƘ ŀǎ ǿƛǘƘ ŀ ƭŀǘŜǊŀƭ ǎǿƛƴƎ ƻŦ ǘƘŜ ƘƛǇǎΣ 

 

such gender dissonant performances can give rise to comment. As the extract below 
 

ŦǊƻƳ aŀǊŎǳǎ όмсύ ŀǘǘŜǎǘǎΣ ƻƴŜΩǎ ǇƘȅǎƛŎŀƭƛǘȅ ŀǎ ŀ ŘŀƴŎŜǊ ƛǎ ƻŦǘŜƴ ŜǾƛŘŜƴǘ ōŜȅƻƴŘ ǘƘŜ 

 

confines of the dance class, since it is a visible and embodied identity, and one that 

 

can sometimes be erroneously conflated with a particular (homo)sexual orientation: 

 

Even now, people will joke a little bit because of how I move my hips and stuff 
ƭƛƪŜ ǘƘŀǘΦ [ƛƪŜ ƛŦ LΩƳ ƛƴ ¢ǊƻǇƛŎŀƴŀ ώŀ ŘƛǎŎƻϐΣ ƛǘΩǎ Ƨǳǎǘ ŀ Ƙŀōƛǘ ōŜŎŀǳǎŜ LΩƳ ŀ 
dancer and I move my hips in a certain way, maybe more Latin-like. There is 
definite stereotyping that goes hand-in-hand with the idea that someone 
ƛǎƴΩǘ ƘŜǘŜǊƻǎŜȄǳŀƭ ƛŦ ǘƘŜȅ ƘŀǾŜ ǘƘŜǎŜ ƳŀƴƴŜǊƛǎƳǎΣ ƻǊ ƳŀȅōŜ ƛǘΩǎ ƳƻǊŜ ƛƴ ŘŀƴŎŜ 
ōŜŎŀǳǎŜ ƛǘΩǎ ǎŜŜƴ ŀǎ ŀ ƳƻǊŜ ŦŜƳƛƴƛƴŜ ŘƻƳŀƛƴΦ 

 
 
 

 

And so, while all of the male dancers were aware of the dominant discourses that 

 

situate dance as a transgressive activity for males, and male dancers as subject to a 

 

homosexual presumption (e.g. Sanderson, 2001; Stinson, 2001; Risner, 2002a,  
 
2002c; Gard, 2003, 2006, 2008), often ŘŜǎŎǊƛōƛƴƎ ǘƘƛǎ ŀǎ ΨƎŜƴŘŜǊ ǎǘŜǊŜƻǘȅǇƛƴƎΩΣ ǘƘŜȅ 
 
showed little awareness that masculinity and femininity are historically and socially 

learned performances of the body.  Instead, as noted earlier, some participants, be 

they dancers, parents or teachers, held fast to essentialist notions of gender (and 

sex) and regarded the body as a fixed essence with immutable properties. Hebert 

summarises it thus: 

 

Outside of scholarly discourse and in the social world within which the 
subjects of this research mostly interact, sex is considered a biological fact 
that precedes and reinforces the construction of gender identity. (Hebert, 
2017, p.102) 
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Just as some boys had fixed notions about what constitutes masculinity, so too did 

 

they have equally fixed ideas about femininity and were keen to maintain gender 

 

ōƻǳƴŘŀǊƛŜǎΦ LǊǊŜǎǇŜŎǘƛǾŜ ƻŦ ǎŜȄǳŀƭ ƻǊƛŜƴǘŀǘƛƻƴΣ L ŦƻǳƴŘ ǘƘŀǘ ŀ ōƻȅΩǎ ƳŀǎŎǳƭƛƴŜ 

 

ƛŘŜƴǘƛǘȅ ŎƻǳƭŘ ōŜ ŎƻƳǇǊƻƳƛǎŜŘ ōȅ ŘŀƴŎƛƴƎ ƛƴ ŀ ǿŀȅ ǇŜǊŎŜƛǾŜŘ ǘƻ ōŜ ΨŦŜƳƛƴƛƴŜΩ ƻǊ 

 

ΨŜŦŦŜƳƛƴŀǘŜΩΦ ¢Ƙƛǎ ǾƛŜǿ was neatly encapsulated by one participant, Alec (11) who 

 

stressed that while he wanted to dance, άL ŘƻƴΩǘ ǿŀƴǘ ǘƻ ŘŀƴŎŜ ƭƛƪŜ ŀ ƎƛǊƭέ. This view 
 

was shared by several other boys who sought to police the dance movements they 

 

were taught, and if not deemeŘ ǎǳŦŦƛŎƛŜƴǘƭȅ ΨƳŀǎŎǳƭƛƴŜΩΣ ŀƳŜƴŘ ǘƘŜƳ ǘƻ ōŜŎƻƳŜ ǎƻΣ 

 

or ask their teacher to do so. 
 
 
 

 

Some participants reported feeling uncomfortable at some of the arm, leg and body 

 

movements they were asked to do in their dance classes, movements coded by them 

 

ŀǎ ΨŦŜƳƛƴƛƴŜΩΦ ! ŦŜǿ ŘŀƴŎŜǊǎΣ ǳǎǳŀƭƭȅ ƻƭŘŜǊ ƻƴŜǎΣ ǊŜǎƛǎǘŜŘ ǘƘƛǎ ΨŦŜƳƛƴƛǎŜŘΩ 

 

choreography, as exampled by Marcus (16) who recalled a freestyle dance class in 

 

which: 
 

They [the teachers] expected me to do the same moves as the rest of the 
class. I remember when I started, I really wasn't into doing some of the 
ƳƻǾŜǎΦ L ǊŜŀƭƭȅ ǿŀǎ ƭƛƪŜΣ άLΩƳ ƴƻǘ ŘƻƛƴƎ ǘƘŀǘέΦ !ƴŘ ǘƘŜȅΩŘ ōŜ ƭƛƪŜΣ άhƪŀȅΣ 
ǿŜΩƭƭ ŎƻƳŜ ǳǇ ǿƛǘƘ ŀ ŘƛŦŦŜǊŜƴǘ ƳƻǾŜ ǘƘŀǘϥǎ ƳŀȅōŜ ƴƻǘ ǉǳƛǘŜ ŀǎ ŦŜƳƛƴƛƴŜ ƻǊ 
what not. 

 

Int: Can you describe these moves to me? ²Ƙŀǘ ƳŀŘŜ ǘƘŜƳ ΨŦŜƳƛƴƛƴŜΩΚ 

 

aŀǊŎǳǎΥ L Řƻƴϥǘ ƪƴƻǿΣ ƭƛƪŜΧΦ ǘƘŜǊŜ ǿŀǎ ƻƴŜ ǿƘŜǊŜ ȅƻǳ ƘŀŘ ǘƻ ŎǊƻǳŎƘ Řƻǿƴ ǘƻ  
the ground and come up straightening your legs so obviously your butt comes 

ǳǇ ŀƴŘ ƻǳǘΣ ƭƛƪŜ ǘƘŜ ŜƴŘ ƻŦ ŀ Ψǎƭǳǘ ŘǊƻǇΩ ŀƭƳƻǎǘΣ ŀǎ ƛǘ ǿƻǳƭŘ ōŜ ƪƴƻǿƴ 

nowaŘŀȅǎ Χ L ǊŜƳŜƳōŜǊ L ǿŀǎ ŀ ōƛǘ ƭƛƪŜΣ άL ǊŜŀƭƭȅ Řƻƴϥǘ ƭƛƪŜ ǘƘŀǘέΣ ŘƻƛƴƎ ƛǘ ƛƴ 

the sort of manner that they wanted wasn't for me, and I think in the end I 

sort of crouched down and back up again rather than doing the whole hips 

back and bringing it up. That's the main one I can remember changing but 

I'm sure there were a couple of others. And maybe hands too. Rather than 

having ȅƻǳǊ ƘŀƴŘ ƛƴ ŀ ΨŦƭƛǘǘȅΩΣ ƪƛƴŘ ƻŦ ŦƭƻǿŜǊȅ ŦŀǎƘƛƻƴΣ LΩŘ ǊŀǘƘŜǊ Ǉǳǘ ƛǘ ƻǳǘ 
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normally or maybe change that a little bit. 

 

Int: So, these changes were made by you, not the teacher? 

 

Marcus: My teacher would have been happy for me to do it just as the girls 

were doing it, but it was only because of my apprehension to do those moves 

that they got changed by me. I think when they started teaching Street dance 

at the dance school, I feel then a couple of more guys came along and maybe 

then they had alternatives made, but that wasn't the case for me in 

Freestyle, Ballroom and Latin. I didn't take part in much Street, but I 

remember seeing the dancers and there were clear differences in the 

choreography. 
 
 
 

 

¢ƻ ŀ ƳƛƴƻǊƛǘȅ ƻŦ ōƻȅǎΣ ƛǘ ǎŜŜƳŜŘ ŀǎ ƛŦ ΨǘƘŜƛǊΩ όƛΦŜΦ ΨƳŀƭŜΩύ ŎƘƻǊŜƻƎǊŀǇƘȅ ǿŀǎ ŀƴ 

 

afterthought for their teachers since they saw no evidence of teachers delivering 

 

ŘƛŦŦŜǊŜƴǘƛŀǘŜŘ ƭŜǎǎƻƴǎ ǘƻ ǘŀƪŜ ŀŎŎƻǳƴǘ ƻŦ ǘƘŜƛǊ ΨƳŀǎŎǳƭƛƴŜΩ ǎŜƴǎƛōƛƭƛǘƛŜǎΦ !ǎ ǿƛǘƘ 

 

Marcus, teachers usually permitted boys to amend the choreography themselves, 

 

thereby enabling a recuperation of their masculinity. However, as Marcus noted, the 

 

introduction of street dance into his dance school, with its heteronormative code, 

 

prompted, for the first time, gender-differentiated choreography from his teacher so 

 

as to άŀǇǇŜŀƭ ǘƻ ǘƘŜ ōƻȅǎέΦ 
 
 
 

 

Interestingly though, no boys who studied ballet, often perceived to be the most 

 

ΨŦŜƳƛƴƛƴŜΩ ƻŦ ǘƘŜ ŘŀƴŎŜ ƎŜƴǊŜǎΣ ǎƻǳƎƘǘ ǘƻ ǊŜŎǳǇŜǊŀǘŜ ǘƘŜƛǊ ƳŀǎŎǳƭƛƴƛǘȅ ōȅ ŀƳŜƴŘƛƴƎ 

 

dance movements. Why was this? Uniquely among dance genres, ballet has a 

 

separate examination syllabus specifically for males, which at higher levels features 
 

ǘǳǊƴǎ ŀƴŘ ƭŜŀǇǎΣ ŘŜǎŎǊƛōŜŘ ōȅ ±ŀƴŜǎǎŀΣ ŀ ŘŀƴŎŜ ǘŜŀŎƘŜǊΣ ŀǎ άideal for boys as it plays 

 

into their perceptions of what a male ballet dancer should be - ǎǘǊƻƴƎ ŀƴŘ ǾƛǊǘǳƻǎƛŎέΦ 
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7.5 Summary 
 

This chapter has outlined several ways in which these young male dancers contest 

the dominant discourses that surround them. A complex picture emerged, revealing 

a range of context-specific, fluid and intersectional detail, illustrating how, regardless 

ƻŦ ǎŜȄǳŀƭƛǘȅΣ ōƻȅǎΩ ŜƳōƻŘƛŜŘ ǎǳōƧŜŎǘƛǾƛǘƛŜǎ ǿŜǊŜ ǇǊŜŘƛŎŀǘŜŘ ƻƴ ōŜƛƴƎ ŀ ΨƳŀǎŎǳƭƛƴŜΩ 

ŘŀƴŎŜǊΣ ŀ ōŜƭƛŜŦ ƻŦǘŜƴ ǊƻƻǘŜŘ ƛƴ ŀƴ ŜǎǎŜƴǘƛŀƭƛǎǘ ŘƛǎŎƻǳǊǎŜΦ ¢ƘŜ ƪŜȅ ǎǘǊŀǘŜƎȅ ƛƴ ōƻȅǎΩ 

contestation was the recuperation of their masculinity, coupled with their 

heterosexuality, if appropriate, and six strategies were identified and discussed: 

 
ǐ professing attraction to females 

 

ǐ ŀŎǉǳƛǊƛƴƎ ŀ ΨǎǇƻǊǘȅΩ ōƻȅ ƛŘŜƴǘƛǘȅ 

 

ǐ reconceptualising dance as a sport 

 

ǐ ŎƘƻƻǎƛƴƎ ΨŎƻƻƭΩ ŘŀƴŎŜ ƎŜƴǊŜǎ 

 

ǐ acquiring popularity through dance 

 

ǐ policing of movement and choreographic practices 

 

!ǎ YƛƳƳŜƭ όнллсύ ŜǎǘŀōƭƛǎƘŜŘΣ ǊŜŀŦŦƛǊƳƛƴƎ ƻƴŜΩǎ ƳŀǎŎǳƭƛƴƛǘȅ ƛǎ ŀƴ ƻƴƎƻƛƴƎ ǘŀǎƪ 

rather than a one-off activity; my findings illuminated a repertoire of specific 

strategies for male dancers to accomplish this. 

 

 

While young male dancers employed these recuperative strategies primarily in 

their secondary schools, they could, and were, deployed in other settings, such as 

home or in the dance school, and were targeted at a range of audiences - family, 

friends, teachers, but mostly at their school peers. These findings, of boys engaging 

in identity management work, also chime with research from Pascoe (2007) who 
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identified that some boys deploy recuperative tactics after engaging in gender-

transgressive behaviour. 

 
 
 

The next and final chapter will synthesise the key findings from my research and 

ƻŦŦŜǊ ǊŜŎƻƳƳŜƴŘŀǘƛƻƴǎ ŦƻǊ ŎƘŀƴƎŜǎ ǘƻ ǇƻƭƛŎȅ ŀƴŘ ǇǊŀŎǘƛŎŜ ƛƴ ōƻȅǎΩ ŘŀƴŎŜ 

education and training. 
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Chapter 8 Conclusion and recommendations 

 
 
 

8.1 Introduction 

 

¢Ƙƛǎ ǊŜǎŜŀǊŎƘΣ ǘƘŜ ŦƛǊǎǘ ƻŦ ƛǘǎ ƪƛƴŘ ƛƴ 9ƴƎƭŀƴŘ ǘƻ ǎǘǳŘȅ ȅƻǳƴƎ ƳŀƭŜǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ 

dance education and training in their private-sector dance schools and their 

secondary schools, was predicated on addressing three research questions: 

 

ǐ ²Ƙŀǘ ŀǊŜ ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴ ŀƴŘ ǘǊŀƛƴƛƴƎ ƛƴ ǘƘŜƛǊ ŘŀƴŎŜ 
schools and secondary schools? 

 
ǐ How do these boys contest the dominant discourses about dance 

and masculinity? 

 

ǐ What do these reseŀǊŎƘ ŦƛƴŘƛƴƎǎ ƛƳǇƭȅ ŦƻǊ ǇƻƭƛŎȅ ŀƴŘ ǇǊŀŎǘƛŎŜ ƛƴ ōƻȅǎΩ 
dance education and training? 

 
 
 

 

With the final research question in mind, I will shortly provide the rationale for my 

policy and practice recommendations by providing an overview of salient research 

findings. Before that however, I want to attend to the central theoretical plank of the 

thesis - ǘƘŜ ǳǘƛƭƛǘȅ ƻǊ ƻǘƘŜǊǿƛǎŜ ƻŦ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩ ƛƴ Ƴȅ ǊŜǎŜŀǊŎƘ ŎƻƴǘŜȄǘΦ 

 

 

I began the thesis with a personal reflection on important but often negative 

elements of my relationship with dance during adolescence - a desire for secrecy, 

bullying at school and an unenthusiastic father among them - unaware at the time 

that I was experiencing and embodying the consequences of the dominant 

discourses that envelop dance and masculinity. However, thus far in this thesis, little 

regard has been paid to the many positive and pleasurable aspects that young 

males experienced when learning to dance. These too merit some attention since 

ǘƘŜȅ ƻŦǘŜƴ ŜƴŀōƭŜŘ ǇŀǊǘƛŎƛǇŀƴǘǎ ǘƻ ΨƪŜŜǇ ƎƻƛƴƎΩ ƛƴ ǘƘŜ ŦŀŎŜ ƻŦ ŀŘǾŜǊǎƛǘȅ, usually  
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bolstered by support from family, friends and teachers. 

 

Without exception, warmly and enthusiastically, adolescent boys commented on 

what dance meant to them and what it gave them. An recurring narrative was the 

joy of kinship boys felt with others, irrespective of gender, who shared their love of 

the artform, and this was usually found within the dance school itself. Owen (15) for 

instance, reflected, ΨLǘ ǿŀǎƴΩǘ just the enjoyment of dance itself; it was the 

ŎƻƳƳǳƴƛǘȅ ƻŦ ǇŜƻǇƭŜ L ǿŀǎ ƛƴ Χ ǘƘŜȅ ƳŀŘŜ ƛǘ so much funΩ, while Gareth (14) 

concluded, Ψ ¢ƘŜ ŘŀƴŎŜ ǎŎƘƻƻƭ ƛǎ ƭƛƪŜ ŀ ŦŀƳƛƭȅΧǿŜ ŀƭƭ ƘŜƭǇ ŜŀŎƘ ƻǘƘŜǊΦ aƻǎǘ ƻŦ Ƴȅ 

ōŜǎǘ ŦǊƛŜƴŘǎ ŀǊŜ ŦǊƻƳ ŘŀƴŎƛƴƎ ōŜŎŀǳǎŜ L ǎŜŜ ǘƘŜƳ ŜǾŜǊȅ Řŀȅ ΩΦ   

 

In particular, adolescent male dancers clearly relished the camaraderie they forged 

with other males in the dance schools. Nathan (14), Daniel (16) and Allan (17), who 

all attended the Pine school were illustrative of this, with Daniel commenting Ψ¸ŜŀƘΣ 

ƛǘΩǎ ƎƻƻŘ ƘŀǾƛƴƎ ƻǘƘŜǊ ƭŀŘǎ ǘƘŜǊŜΧ ǿŜ ŀƭƭ ƭƻƻƪ ƻǳǘ ŦƻǊ ŜŀŎƘ ƻǘƘŜǊΣ ȅƻǳ ƪƴƻǿ.Ω 

Similarly, Marc (14), Neil (11) and Robin (11) from the Oak school had developed 

close bonds. Neil recalled, ΨL ǎǘŀǊǘŜŘ ǘƻ ŘŀƴŎŜ ƴƻǘ ƭƻƴƎ ŀŦǘŜǊ wƻōƛƴ, and at the time 

we were the only boys in the school. Marc joined later so it was cool having three of 

ǳǎ ǘƻƎŜǘƘŜǊΦ Lǘ Ƨǳǎǘ ŦŜƭǘ ōŜǘǘŜǊ ǘƘŀƴ ōŜƛƴƎ ƻƴ ȅƻǳǊ ƻǿƴΣ ŜǾŜƴ ǘƘƻǳƎƘ ǿŜ ŀǊŜƴΩǘ ŀƭǿŀȅǎ 

in the same classes.Ω Being a member of this trio, Robin concluded, Ψ²ŜΩǊŜ ǎǳŎƘ ƎƻƻŘ 

mates now... ǿŜ ƘŀǾŜ ŀ ƭŀǳƎƘΣ ōǳǘ ǿŜ ƪƴƻǿ ǿƘŀǘ ƛǘΩǎ ƭƛƪŜ ōŜƛƴƎ ŀ male ŘŀƴŎŜǊΣ ǿŜΩǊŜ 

ǘƘŜǊŜ ŦƻǊ ŜŀŎƘ ƻǘƘŜǊΣ ǿŜΩǊŜ proper ǘƛƎƘǘΧΩ 
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Contrastingly however, boys had few opportunities for peer support from other 

male dancers in their secondary schools. Exceptionally, given that participants were 

recruited from across the north west of England, as Appendix 8 shows (marked with 

an *) , four boys attended the same secondary school (a large comprehensive with 

ΨǇŜǊŦƻǊƳƛƴƎ ŀǊǘǎ ŎƻƭƭŜƎŜΩ ǎǘŀǘǳǎ ύΦ ThereΣ IŀǊǊȅΣ ŀƴ ΨƻǇŜƴΩ ŘŀƴŎŜǊ ŀƴŘ WŀŎƻō ŀ ΨǎŜŎǊŜǘΩ 

dancer, while both Year 7 pupils, ŀƭōŜƛǘ ƛƴ ŘƛŦŦŜǊŜƴǘ ΨŦƻǊƳǎΩΣ ǿŜǊŜ ƴƻǘ ƪƴƻǿƴ ǘƻ ŜŀŎƘ 

other ς in or out of school - since they attended different dance schools. Similarly, at 

the same school and for the same reasonΣ /ŀƭŜōΣ ŀ ¸ŜŀǊ ф ΨƻǇŜƴΩ ŘŀƴŎŜǊ ǿŀǎ 

ǳƴƪƴƻǿƴ ǘƻ [ǳŎŀǎ ŀ ȅŜŀǊ мл ΨǎŜŎǊŜǘΩ ŘŀƴŎŜǊΦ However, uniquely in the dataset, there 

was one instance of two ΨƻǇŜƴΩ ŘŀƴŎŜǊs, Harry (aged 11, in Year 7) and Caleb (aged 

14, in Year 9), who attended both the same secondary school and dance school 

(Alder). While iƴ ŘƛŦŦŜǊŜƴǘ ǎŎƘƻƻƭ ȅŜŀǊǎΣ ǘƘŜ ōƻȅǎ ƘŀŘ Ψƴƻǘ ƳǳŎƘ contactΩ within 

ǎŜŎƻƴŘŀǊȅ ǎŎƘƻƻƭΣ ΨƧǳǎǘ ǇŀǎǎƛƴƎ ƻƴ ǘƘŜ ŎƻǊǊƛŘƻǊǎ Χ ƻr saying heyΩ, but they were, 

nonetheless, ΨƎƻƻŘ ƳŀǘŜǎΩ ŀǘ ǘƘŜ ŘŀƴŎŜ ǎŎƘƻƻƭ, according to Caleb . 

 

Moving beyond the peer support that boys enjoyed, they also spoke more generally 

of the ΨŦǳƴΩΣ ΨƭŀǳƎƘǎΩΣ ΨŎƘŀƭƭŜƴƎŜΩ, ΨǎŀǘƛǎŦŀŎǘƛƻƴΩ ŀƴŘ ΨǎŜƴǎŜ ƻŦ ŀŎƘƛŜǾŜƳŜƴǘΩ that 

dance brought. Not untypically, Reece (16), noted that he had ΨƴŜǾŜǊ ōŜŜƴ ŦƛǘǘŜǊΩ and 

that dance was Ψŀ ǘƻǘŀƭ ǿƻǊƪƻǳǘΣ ōǳǘ ƴƻǘ ōƻǊƛƴƎΣ ƭƛƪŜ ƎƻƛƴƎ ǘƻ ǘƘŜ ƎȅƳΩΦ  Several 

participants spoke of the boost to their confidence, which they attributed to dance. 

Ψ¸ƻǳ Ǝŀƛƴ ŀ ƘǳƎŜ ŀƳƻǳƴǘ ƻŦ ǎŜƭŦ-ŎƻƴŦƛŘŜƴŎŜΩΣ said Alec (13), while Oscar (14) 

commented, Ψ LŦ ȅƻǳ Ŏŀƴ ŘŀƴŎŜ ƛƴ ŀ ǊƻƻƳ ŀƴŘ ŘŀƴŎŜ ƻƴ ŀ ǎǘŀƎŜ ƛƴ ŦǊƻƴǘ ƻŦ ǇŜƻǇƭŜΣ ƛǘ 

ƎƛǾŜǎ ȅƻǳ ŎƻƴŦƛŘŜƴŎŜ ƛƴ ǿƘƻ ȅƻǳ ŀǊŜΣ ŀƴŘ ǘƘŀǘΩǎ ǇǊƻōŀōƭȅ ǘƘŜ Ƴƻǎǘ ƛƳǇƻǊǘŀƴǘ ǘƘƛƴƎΩΦ  

For some boys, dance had a further instrumental value; as Saul (13) explained, ΨL 

ǘƘƛƴƪ ƛǘΩǎ ǘƘŜ ŎƻƳǇŜǘƛǘƛƻƴ ǘƘŀǘ ƪŜŜǇǎ ƳŜ ƘƻƻƪŜŘ ƻƴ ƛǘΦ Lǘ ƛǎ ŀŎǘƛǾŜ ōǳǘ ƛǘΩǎ ŀƭǎƻ  

251 



sociable, and it gives you the opportunity to compete and pit yourself against other 

ǇŜƻǇƭŜΦ L ǘƘƛƴƪ ǘƘŀǘΩǎ ǿƘŀǘ ŘǊƛǾŜǎ ƳŜΩΦ Beyond that, a couple of boys had career 

aspirations in dance. For instance, Lucas (15) stated, ΨLΩǾŜ ƛƴǾŜǎǘŜŘ ŀ ƭƻǘ ƛƴ Ƴȅ ŘŀƴŎŜ 

training and I just love it. I know what I want to do with my life. I want to dance, to 

ǇŜǊŦƻǊƳΦ L ŎŀƴΩǘ ƛƳŀƎƛƴŜ ŘƻƛƴƎ ŀƴȅǘƘƛƴƎ ŜƭǎŜΦ L ƭƻǾŜ ƛǘ ǎƻ ƳǳŎƘ ŀƴŘ ǘƻ Řƻ ƛǘ ŦƻǊ ŀ Ƨƻō 

ǿƻǳƭŘ ōŜ ŀƳŀȊƛƴƎΩΦ 

 

While unsurprising, hearing such enthusiastic and engaging testimonies to the 

power of dance was nonetheless heartening, perhaps best summed up by Julian 

όмтύ ǿƘƻ ŎƻƳƳŜƴǘŜŘΣ ƛƴ ǊŜǇƭȅ ǘƻ Ƴȅ ǉǳŜǎǘƛƻƴΣ Ψ²ŜǊŜ ǘƘŜǊŜ ŜǾŜǊ ǘƛƳŜǎ ǿƘŜƴ ȅƻǳ ŦŜƭǘ 

ƭƛƪŜ ƎƛǾƛƴƎ ƛǘ ώŘŀƴŎŜϐ ǳǇΚΩΥ 

 
Oh, ƭƻŀŘǎ ƻŦ ǘƛƳŜǎ Χ ŀ ƭƻǘ ƻŦ ǘƛƳŜǎ LΩŘ ŎƻƳŜ ƘŜǊŜ ώŘŀƴŎŜ ǎŎƘƻƻƭϐΣ ŀƴŘ L ƭƻǾŜ 
ŎƻƳƛƴƎ ƘŜǊŜΣ ƛǘΩǎ Ƨǳǎǘ ǿƘŜƴ ȅƻǳ ƭŜŀǾŜ LΩŘ Ƨǳǎǘ Ǝƻ ōŀŎƪ ƛƴǘƻ ǿƘŜǊŜǾŜǊ L ǿŀǎΣ ŀƴŘ 
ǇŜƻǇƭŜ ǿŜǊŜ Ƨǳǎǘ ǎƻ ŎǊǳŜƭΦ !ƴŘ ǎƻƳŜǘƛƳŜǎ ȅƻǳΩŘ ǘƘƛƴƪ ǘƻ ȅƻǳǊǎŜƭŦΣ ΨIs it even 
worth doing dance anymore? Should I just stop? Should I do normal ΨmaleΩ 
things? Should I just do sports, or should I be more academic?Ω But I danced to 
escape the world that I hated because it gave me a place where I enjoyed 
being, where I could be myself.  There was a time when I actually went away 
ŦǊƻƳ ŘƻƛƴƎ ŘŀƴŎƛƴƎ ŀƴŘ ŘǊŀƳŀΦ L ŘƛŘƴΩǘ Ǉǳǘ ƳȅǎŜƭŦ ƛƴǘƻ ƛǘ ŀƴȅƳƻǊŜΦ LΩŘ Ǝƻ ǘƻ 
ŎƭŀǎǎΣ ōǳǘ L ǿŀǎƴΩǘ ƛƴ ǘƘŜ ƳƻƻŘ ŦƻǊ ƛǘΦ  LΩŘ Ƨǳǎǘ ōŜ ǘƘŜǊŜ ƛƴ ǘƘŜ ōŀŎƪƎǊƻǳƴŘ ōǳǘ L 
ǿŀǎƴΩǘ ƳȅǎŜƭŦ, but after a while I thought, Ψ¢ƘŜǊŜΩǎ ƴƻ Ǉƻƛƴǘ ƛƴ ǘǊȅƛƴƎ ǘƻ hide 
or run away from stuff I love to doΩ, so I got more encouraged to do dance 
again and so I started doing competitions and doing well which was a real 
ǎƘƻŎƪ ǘƻ ƳŜ ŀǎ L ŘƻƴΩǘ ǎŜŜ ƳȅǎŜƭŦ ŀǎ ŀƴ ŀƳŀȊƛƴƎ ŘŀƴŎŜǊ ƻǊ ǎƛƴƎŜǊΦ {ƻƳŜƻƴŜ 
once said to me that if you run away from something you come back to it a 
lot stronger because you know you how it feels to disappoint yourself. So ever 
ǎƛƴŎŜ ǘƘŀǘ ǘƛƳŜ L ŎƻǳƭŘƴΩǘ ōŜ ōƻǘƘŜǊŜŘ ǘƻ ŘŀƴŎŜ ŀƴȅƳƻǊŜ ōŜŎŀǳǎŜ ƻŦ ǿƘŀǘ 
ǇŜƻǇƭŜ ƪŜǇǘ ǎŀȅƛƴƎ ǘƻ ƳŜΣ LΩǾŜ ƴŜǾŜǊ ƭŜǘ ŀƴȅōƻŘȅ ǎŀȅ ŀƴȅǘƘing bad about 
dancing to me again. If people say to me Ψ̧ ƻǳΩǊŜ ŀ ŘŀƴŎŜǊΚΩ LΩƳ ƭƛƪŜΣ ΨYeah I 
ŀƳ ŀ ŘŀƴŎŜǊΦ  ¸ƻǳΩǾŜ Ǝƻǘ ŀ ǇǊƻōƭŜƳ ǿƛǘƘ ƛǘΚ bƻΚ ¢ƘŜƴ ǿƘŀǘΩǎ ǘƘƛǎ 
conversation about then?Ω 
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!ōƻǾŜΣ WǳƭƛŀƴΩǎΩ ǇƻǿŜǊŦǳƭ ƴŀǊǊŀǘƛǾŜ ǎǇƻƪŜ ƻŦ ŎƻƴǘƛƴǳƛƴƎ ŘƛŦŦƛŎǳƭǘƛŜǎ ŦƻǊ ȅƻǳƴƎ ƳŀƭŜ 

dancers, coupled with admirable resistance and resilience. As an experienced dance 

teacher, I had wondered what, if anything, had changed since my time as a young 

dancer, and it was this query that motivated my research. Central to that enquiry 

ǿŀǎ ŀ Ƴƻōƛƭƛǎŀǘƛƻƴ ƻŦ !ƴŘŜǊǎƻƴΩǎ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅ ǘƘŜƻǊȅΩ όнллфύΣ ŀƴŘ ƛƴ ǘƘŜ 

light of its bold claims, and my findings, it is to that I first turn. 

 
 
 

уΦн ΨLƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩΥ ƭƛƳƛǘŀǘƛƻƴǎ ŀƴŘ ƛƳǇƭƛŎŀǘƛƻƴǎ 

 

!ǎ ŀ ǎƻŎƛƻƭƻƎƛŎŀƭ ǘƘŜƻǊȅΣ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩ ό!ƴŘŜǊǎƻƴΣ нллфύ ǿŀǎ ŀƴ ŀǇǇŜŀƭƛƴƎ 

theoretical lens since it was empirical, grounded in ethnographic enquiry, yet flexible 

and able to accommodate my post-structuralist, interpretive stance. Moreover, 

while its initial findings were ground-breaking, suggestive of a seismic change in 

heterosexual practices and attitudes, they were also contentious. A highly 

generative theory, I put it to work in my research context but, as explicated in 

previous chapters, it has been impossible to reconcile my empirical findings, of 

widespread bullying, marginalisation and stigmatisation of male dancers in their 

secondary schools, with its bold claims. Thus, its concomitant assertion of a 

άŘŜŎƭƛƴƛƴƎ ǎƛƎƴƛŦƛŎŀƴŎŜ ƻŦ ƘƻƳƻǇƘƻōƛŀέΣ ŜǾƛŘŜƴŎŜŘ ōȅ ȅƻǳƴƎ ƳŀƭŜǎΩ ǳǎŜ ƻŦ άǇǊƻ-gay 

ƭŀƴƎǳŀƎŜέ which άƭŀŎƪǎ ŀƴȅ ƛƴǘŜƴǘ ǘƻ ƳŀǊƎƛƴŀƭƛǎŜ ƻǊ ǿƻǳƴŘ ŀƴŘ Ƙŀǎ ƭƛǘǘƭŜ ƛŦ ŀƴȅ 

ƴŜƎŀǘƛǾŜ ǎƻŎƛŀƭ ŜŦŦŜŎǘέ (McCormack, 2012, p.118), has also been problematised. 

 
 
 

As explicated in Chapter Six, I found that 22 out of my 26 participants (85%) had 

been bullied in their secondary schools. These institutions were identified as the 

ǇǊƛƳŜ ǎƛǘŜ ƻŦ ōƻȅǎΩ ƻǇǇǊŜǎǎƛƻƴ - in contrast to their homes, neighbourhoods or  
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dance schools - which were found to be mostly unproblematic.  With one 

exception, the bullies were other boys of similar age or older. Their behaviours 

included homophobic remarks and chants, (mostly in person but exceptionally 

online and even scrawled on bus windows) and physical assault, ranging from 

pushing, shoving and stamping on feet to punching, bruising and kicking. In 

extremis, two boys changed secondary schools to escape their oppressors. It is 

therefore difficult to reconcile these findings with the proclamations of a new youth 

ŎǳƭǘǳǊŜ ƻŦ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩ ŀǎ ƳŀŘŜ ōȅ !ƴŘŜǊǎƻƴΣ aŎ/ƻǊƳŀŎƪ ŀƴŘ ƻǘƘŜǊǎΦ 

 

 

IƻǿŜǾŜǊΣ ǘƘƛǎ ƛǎ ƴƻǘ ǘƻ ŘŜƴȅ ǘƘŜ ŜȄƛǎǘŜƴŎŜ ƻŦ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩ ǇŜǊ ǎŜΦ LƴŘŜŜŘΣ 

without exception, my participants exhibited many of the traits associated with it, 

such as tolerance and acceptance of difference, including those who held binary 

views on gender, but were nonetheless accepting of individual differences. 

Moreover, as Chapter Six made clear, four boys attended secondary schools that 

were clearly inclusive and where these values, central to their ethos, were enforced 

by behaviour policies, applied consistently. 

 

 

¢ƘǳǎΣ Ƴȅ ŦƛƴŘƛƴƎǎ ǎǳƎƎŜǎǘ ǘƘŀǘ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩ ƛǎ ƳƻǊŜ ŎƻƴǘŜȄǘǳŀƭƭȅ ǎǇŜŎƛŦƛŎ 

than has been claimed previously, and is salient in some, but not all, localised 

ŎƻƳƳǳƴƛǘƛŜǎ ƻŦ ƳŀǎŎǳƭƛƴŜ ǇǊŀŎǘƛŎŜΦ !ƴŘŜǊǎƻƴ ǳǎŜǎ ŀ ǘƘŜƻǊȅ ƻŦ ΨŎǳƭǘǳǊŀƭ ƭŀƎΩ όhƎōƻǊƴΣ 

1950) to explain why change does not happen uniformly, and it might be the case 

that the discourses pertaining to dance and masculinity (that dance is for females 

and male dancers are therefore effeminate and presumed gay) is a case in point. 

Nonetheless, my fiƴŘƛƴƎǎ Ŏŀƭƭ ƛƴǘƻ ǉǳŜǎǘƛƻƴ ŀƴ ǳƴŘŜǊƭȅƛƴƎ ǇǊŜƳƛǎŜ ƻŦ ΨƛƴŎƭǳǎƛǾŜ 

ƳŀǎŎǳƭƛƴƛǘȅ ǘƘŜƻǊȅΨ - that homophobia has replaced homosexuality as a modern-day  
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taboo.  IMT purports to describe a widespread acceptance of a range of masculine 

identities, including softer ones and the acceptance and inclusion of gay males, 

whereas most of my participants told contrary stories.  

 

Similarly, the quantitative data presented in Chapter Five, of dance examination 

entries for the decade 2008 to 2018, did not suggest any uptake by males towards 

dance. These data, an interesting barometer of dance participation rates, showed 

examination entries remaining stubbornly low, and worse still, in decline, especially 

in entries for GCSE and GCE advanced level dance. While similar decade-long 

longitudinal data for dance examinations taken by private-sector pupils were not 

available, data collected for the 2017/18 academic year provided an interesting (and 

probably not atypical) snapshot. Here, males accounted for only 2% or so of entries 

for the theatrically styled ŀƴŘ ƴƻǊƳŀǘƛǾŜƭȅ ŎƻŘŜŘ ΨŦŜƳƛƴƛƴŜΩ ƎŜƴǊŜǎ ƻŦ ōŀƭƭŜǘΣ ǘŀǇ ŀƴŘ 

jazz dance, whereas male entries for urban dance examinations (normatively coded 

ŀǎ ΨƳŀǎŎǳƭƛƴŜΩύ ŎƻƳǇǊƛǎŜŘ ŀǊƻǳƴŘ му҈ ƻŦ ǘƘŜ ǘƻǘŀƭ ŜƴǘǊȅΦ ¢ƘǳǎΣ ŀǎ /ƘŀǇǘŜǊǎ CƛǾŜΣ {ƛȄ 

and Seven made plain, gender regulation, predicated on a reductive binary, 

continues to exert itself over many young people, and my work suggests this is felt 

acutely in secondary schools where behaviours and subject choices are policed and 

self-policed. SimilaǊƭȅΣ ōŜȅƻƴŘ ǘƘŜ ǎŎƘƻƻƭ ƎŀǘŜǎΣ ŎŜǊǘŀƛƴ άȅƻǳǘƘ ǘŀǎǘŜ ŎǳƭǘǳǊŜǎέ ό/ŀƴƴΣ 

нлмпΣ ǇΦмтύ ǎǳŎƘ ŀǎ ōƻȅǎΩ ŘŀƴŎƛƴƎΣ ǘǊŀƴǎƎǊŜǎǎ ǘƘŜ ƭƛƳƛǘǎ ƻŦ ƴƻǊƳŀǘƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅ ŀƴŘ 

so beget the consequences I have described. 

 
 
 

If, then, homophobia and homohysteria are deterrents to boys` participation in 

dance, as my research suggests, then we clearly have some way to go to turn the 

tide. However, as Chapter Seven explained, boys deployed a range of strategies to  
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contest the discourses about dance and masculinity. In particular, I established that 

all boys, irrespective of their sexuality, sought to construct and recuperate a 

masculine self, while the heterosexual participants also engaged in acts that  

recuperated their sexuality, most notably and obviously by professing attraction to 

females. Other recuperative techniques included: cultivating a sporty boy identity; 

ǊŜŎƻƴŎŜǇǘǳŀƭƛǎƛƴƎ ŘŀƴŎŜ ŀǎ ŀ ǎǇƻǊǘΤ ŎƘƻƻǎƛƴƎ ƻƴƭȅ ΨŎƻƻƭΩ ŘŀƴŎŜ ƎŜƴǊŜǎ ǎǳŎƘ ŀǎ ǳǊōŀƴ 

dance; acquiring popularity with peers through success in dance (such as in 

competitions and performances) and policing movement practices to avoid any 

ŎƘƻǊŜƻƎǊŀǇƘȅ ǘƘŀǘ ŎƻǳƭŘ ōŜ ŘŜŜƳŜŘ ΨŦŜƳƛƴƛƴŜΩΦ 

 

 

¢ƘǳǎΣ ǘƘŜǎŜ ŦƛƴŘƛƴƎǎ ǎǳƎƎŜǎǘ ǘƘŀǘ ōƻȅǎΩ ŜƳōƻŘƛŜŘ ǎǳōƧŜŎǘƛǾƛǘƛŜǎΣ ǊŜƎŀǊŘƭŜǎǎ ƻŦ 

 

sŜȄǳŀƭƛǘȅΣ ǿŜǊŜ ǇǊŜŘƛŎŀǘŜŘ ƻƴ ōŜƛƴƎ ŀ ΨƳŀǎŎǳƭƛƴŜΩ ŘŀƴŎŜǊ - a contestation of the 
 

discourse that posits dance as a feminine pursuit and ergo, male dancers as 

 

ΨŦŜƳƛƴƛƴŜΩΦ .ŜƛƴƎ ŀ ΨƳŀǎŎǳƭƛƴŜΩ ŘŀƴŎŜǊ ǿŀǎ ǘƘŜǊŜŦƻǊŜ ŀ Ǿƛǘŀƭ ŀǎǇŜŎǘ ƻŦ ōƻȅǎΩ 

 

masculinity per se aƴŘ ǘƘŜƛǊ ǊŜƧŜŎǘƛƻƴ ƻŦ ΨŦŜƳƛƴƛƴƛǘȅΩ ǿŀǎ ƳŀƴƛŦŜǎǘŜŘ ƛƴΣ ǎŀȅΣ ŀ 

 

distaste for wearing ballet tights or a veto on enacting movements deemed 

 

ΨŦŜƳƛƴƛƴŜΩΦ {ǳŎƘ ōŜƘŀǾƛƻǳǊǎ ǿŜǊŜ ŀƴ ƛƳǇƻǊǘŀƴǘΣ ƻƴƎƻƛƴƎ ǘŀǎƪ ƻŦ ōƻȅǎΩ ƛŘŜƴǘƛǘȅ 

 

management, since masculinity must be proved and re-proved (Kimmel, 2006). 
 
 
 

 

²ƘƛƭŜ ōƻȅǎΩ ŘŜǇƭƻȅƳŜƴǘ ƻŦ ǘƘŜǎŜ ǊŜŎǳǇŜǊŀǘƛǾŜ ǎǘǊŀǘŜƎƛŜǎ ǎǳƎƎŜǎǘ ǘƘŜ ŎƻƴǘƛƴǳŜŘ 

persistence of the aforementioned discourses about dance and masculinity, my 

findings also point to the salience of other intersectional factors at play that impact 

ƻƴ ōƻȅǎΩ ŘŀƴŎŜ ŜȄǇŜǊƛŜƴŎŜǎΣ ǎǳŎƘ ŀǎ ǘƘŜ ŦƛƴŀƴŎƛŀƭ ōŀǊǊƛŜǊǎ ǘƻ ǇǊƛǾŀǘŜ-sector dance 

ǘǊŀƛƴƛƴƎ ƻǊ ǘƘŜ ǇŜǊƴƛŎƛƻǳǎ ŜŦŦŜŎǘǎ ƻŦ ǘƘŜ ƎƻǾŜǊƴƳŜƴǘΩǎ ƴŜƻƭƛōŜǊŀƭ ŎǳǊǊƛŎǳƭǳƳ  
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squeezing out arts subjects in schools. Beyond the evident joy that dance offered 

participants, and the support they received from their families, friends and 

teachers, my conclusions paints a largely gloomy picture - that opportunities to 

dance for boys (and girls) are limited and shrinking in the state education sector, 

and boys who voluntarily engage with dance (in or out of school) are likely to be at 

risk of bullying, marginalisation and stigmatisation in their secondary schools. 

 

 

.ŜȅƻƴŘ Ƴȅ ǇǊƻōƭŜƳŀǘƛǎŀǘƛƻƴ ƻŦ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩ ƛƴ ǎŎƘƻƻƭǎΣ ƛǘ ƛǎ useful to move 

ōŜȅƻƴŘ La¢Ωǎ ƻŦǘŜƴ ǊŜǎǘǊƛŎǘŜŘ ŦƻŎǳǎ όƻƴ ǘƘŜ ŀǘǘƛǘǳŘŜǎ ŀƴŘ ōŜƘŀǾƛƻǳǊǎ ƻŦ ƳŀƭŜ 

youths), to address a further issue arising from my research - that of adult, usually 

male, antipathy to dance, and to establish the prevalence of homophobia and 

homohysteria in that population. Among my cohort of 26 male dancers, I was 

unsuccessful in gaining consent to interview a couple of their fathers for whom 

dance was a taboo topic - tolerated, but only just, according to their sons. While 

their refusal to be interviewed might itself be significant, gaining access to this 

ǇƻǇǳƭŀǘƛƻƴ ƛǎ ƛƳǇŜǊŀǘƛǾŜ ƛŦ ǿŜ ŀǊŜ ǘƻ ōŜǘǘŜǊ ǳƴŘŜǊǎǘŀƴŘ Ƙƻǿ ǎŜŜƳƛƴƎƭȅ ΨƻǊǘƘƻŘƻȄ 

ƳŀǎŎǳƭƛƴƛǘƛŜǎΩ ό!ƴŘŜǊǎƻƴΣ нллфύ ŀǊŜ ƳŀƴƛŦŜǎǘŜŘ ŎƻƴǘŜƳǇƻǊŀƴŜƻǳǎƭȅ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ 

dance. Thus, further research tƻ ŜȄǇƭƻǊŜ ǇŀǊŜƴǘŀƭ ŀǘǘƛǘǳŘŜǎ ǘƻ ōƻȅǎΩ ŘŀƴŎŜ ƛǎ ƴƻǿ 

required since my findings suggest that attitudinal differences to dance are often 

normatively gendered - supportive mothers (mainly), alongside some indifferent, 

passive or even hostile fathers. 

 
 

 

8.3 Research findings: implications and recommendations for policy and practice 

 

It is now important to indicate how these findings might inform policy and practice   
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in ōƻȅǎΩ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴΣ ōƻǘƘ ƛƴ ǘƘŜ ǇǊƛǾŀǘŜ ŘŀƴŎŜ ǎŜŎǘƻǊ ŀƴŘ ƛƴ ǎŜŎƻƴŘŀǊȅ 

education. Although the research has been focused on these two contexts, and 

most of the recommendations have specific applicability to them, some will have 

wider resonance and could be of benefit to primary education, community or 

vocational dance provision. I begin by discussing the policy and practice implications 

ŀǊƛǎƛƴƎ ŦǊƻƳ Ƴȅ ŦƛƴŘƛƴƎǎ ƻŦ ōƻȅǎΩ ŘŀƴŎŜ ŜȄǇŜǊƛŜƴŎŜǎ ƛƴ ǘƘŜ ǇǊƛǾŀǘŜ ǎŜŎǘƻǊΤ 

ǘƘŜǊŜŀŦǘŜǊΣ L ǎƘŀƭƭ ŘƛǎŎǳǎǎ ǘƘŜ ǎŀƳŜ ōǳǘ ǿƛǘƘ ǊŜŦŜǊŜƴŎŜ ǘƻ ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ŘŀƴŎŜ 

in their secondary schools. 

 
 
 

8.3.1 Recommendations: private-sector dance education and training 

 

The distinction made above, between the private and public sectors, reflects the 

 

structural reality of dance in England today - a disparate sector, lacking a unified 

 

voice. Despite some recent sector consolidation, which led to the formation of 
 
ΨhƴŜ 5ŀƴŎŜ ¦YΩΣ ŘŜǎŎǊƛōŜŘ ƻƴ ƛǘǎ ǿŜōǎƛǘŜ ŀǎ άǘƘŜ ¦Y ōƻŘȅ ŦƻǊ ŘŀƴŎŜέ (One Dance UK, 

 

2019), other dance organisations continue to exist. These include two significant 

 

ōƻŘƛŜǎΤ ΨtŜƻǇƭŜ 5ŀƴŎƛƴƎΩΣ ŀ Ƙǳō ŦƻǊ ŎƻƳƳǳƴƛǘȅ ŀƴŘ ǇŀǊǘƛŎƛǇŀǘƻǊȅ ŘŀƴŎŜΣ ŀƴŘ ǘƘŜ 

 

Ψ/ƻǳƴŎƛƭ ŦƻǊ 5ŀƴŎŜΣ 5ǊŀƳŀ ŀƴŘ aǳǎƛŎŀƭ ¢ƘŜŀǘǊŜΩ ό/5a¢ύΣ ǿƘƛŎƘ ǊŜǇǊŜǎŜƴǘǎ ǇǊƛǾŀǘŜ- 
 

sector pre-vocational and vocational training organisations as well as dance 

 

awarding bodies. While One Dance UK claims to be άǘƘŜ ǎŜŎǘƻǊ ǎǳǇǇƻǊǘ 

 

ƻǊƎŀƴƛǎŀǘƛƻƴέ with άƻƴŜ ŎƭŜŀǊ ǾƻƛŎŜ ǘƻ ǎǳǇǇƻǊǘΣ ŀŘǾƻŎŀǘŜΣ ŜƴƘŀƴŎŜ ŀƴŘ ƎƛǾŜ ǇǊƻŦƛƭŜ ǘƻ 

 

ŘŀƴŎŜ ƛƴ ǘƘŜ ¦Yέ (One Dance UK, 2019), this is more of an aspiration than a reality, 

 

which means that, as yet, their ability to advocate for dance at a national, strategic 

 

level, to government and others, is compromised and undermined by competing 

 

voices in the sector. At present, no formal channels exist for dialogue or knowledge 
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exchange between the disparate dance bodies. A merger of these (CDMT, One 

 

Dance UK and People Dancing) would be an important first step in building a unified  
 

sector, striving for a consensus on how best to address its challenges, such as a lack 

of diversity in its population or how best to recruit and retain boys. 

 

Similarly, within the private dance sector, a number of awarding organisations 

exist, each with a raft of teacher-members and specific syllabi, often covering a 

range of genres. Currently 13 ŀǿŀǊŘƛƴƎ ƻǊƎŀƴƛǎŀǘƛƻƴǎ ŀǊŜ ΨǾŀƭƛŘŀǘŜŘΩ ōȅ ǘƘŜ /5a¢ 

(cdmt.org.uk), including pre-eminent ones such as the RAD, ISTD and IDTA but also 

smaller associations like the Russian Ballet Society or the Spanish Dance 

Association. Each organisation competes for dance schools who will enter pupils 

with them for examinations, and so, as commercial entities, collaboration or 

consensus between them is rare.    

 

As regards gender, the most problematic private-sector dance genre syllabus is 

undoubtedly ballet since it continues to perpetuate a binary male/female divide. 

The RAD, for instance, whose specialism is classical ballet, has some differentiated 

male and female syllabus content from Grade 1 upwards and entirely different 

syllabi for males and females at Grades 6 and above. Even prior to Grade 1, where 

there is no compulsion according to gender, essentialist undertones are present. 

For example, in the Pre-Primary grade (the first examination children take, typically 

ŀƎŜŘ п ƻǊ рύΣ ǘƘŜ ƭƛǎǘ ƻŦ ΨǇǊƻǇǎΩ ƛƴŎƭǳŘŜǎ ΨƳŀǊŀŎŀǎΩΣ Ψŀ ǇŜǊŎǳǎǎƛƻƴ ƛƴǎǘǊǳƳŜƴǘΩΣ 

ΨǊƛōōƻƴǎΩΣ ΨǎǘǊŜŀƳŜǊǎΩΣ ΨŦŜŀǘƘŜǊǎΩΣ ΨǇŜǘŀƭǎΩΣ ΨǎƳŀƭƭ ǇƻƳ-ǇƻƳǎΩ ƻǊ ΨƭƛƎƘǘǿŜƛƎƘǘ ŦŀōǊƛŎ 

ǿƛƴƎǎΩ (royalacademyofdance.org, 2019). Similarly, at Primary grade (the 

immediate precursor to Grade 1), teachers are offered a choice between a  
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ΨŘǊŜǎǎƛƴƎ-ǳǇ ŘŀƴŎŜΩ ŀƴŘ ŀ ΨōƻǳƴŎƛƴƎ ōŀƭƭ ŘŀƴŎŜΩ ŦƻǊ ǘƘŜƛǊ ǇǳǇƛƭǎ. Consequently, 

these restrictions can lead to a discursive (and probably material) re-production of 

gender norms within dance education.   

 

Clearly, such normativity needs challenging, ideally by de-gendering the syllabus 

and replacing it with a single one but with options that develop particular qualities 

such as en-pointe or allegro that can be selected by teachers or pupils irrespective 

of their gender. Such innovation is not to disrespect the canon of the classical 

ballet repertoire, but rather to align dance syllabi content with contemporary 

notions of gender and identity. To accompany this, private-sector dance awarding 

organisations should perhaps incorporate into their syllabi some of the modern (or 

relatively modern) repertoire found in GCSE Dance syllabuses such as ΨLƴŦǊŀΩ 

(Wayne McGregor, 2008) or Ψ! [ƛƴƘŀ /ǳǊǾŜΩ (Itzik Galili, 2009) and/or at Advanced 

level where works include ΨwƻƻǎǘŜǊΩ (Christopher Bruce, мффмύ ŀƴŘ Ψ{ǳǘǊŀΩ (Sidi 

Larbi Cherkaoui, 2008) (aqa.org.uk, 2019). Such a move would be welcome, not 

only in terms of gender equity, but promoting access to this broader dance 

repertoire would help to bridge the divide between dance in secondary schools 

and that found in dance schools.  

 
 
 

Currently though, structural weaknesses bedevil the dance profession, inhibiting 

innovation and reform, as evidenced by a dearth of sector-wide strategies on key 

ƛǎǎǳŜǎ ƘƛƎƘƭƛƎƘǘŜŘ ƛƴ ǘƘƛǎ ǊŜǎŜŀǊŎƘΣ ǎǳŎƘ ŀǎ ōƻȅǎΩ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴ ŀƴŘ ǘǊŀƛƴƛƴƎ ƻǊ ƻƴ 

developing models of best pedagogical practice in initial teacher training and in CPD. 

If implemented, the potential rewards could be great. For example, better  
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knowledge exchange could help to challenge the dominant model of instruction-

based teaching found in our private-sector dance schools, a model that offers few 

opportunities for creative, independent or peer learning, and which, as discussed 

above, too often reproduces normative masculinities and femininities instead of 

fostering more gender-sensitive, inclusive practices. 

 

 

Relatedly, an over reliance on self-regulation in the sector means that many private-

sector teachers can operate without any formal training and qualifications, 

insurance or safeguarding protocols. A lack of common baseline professional 

standards in dance initial teacher training means that training outcomes are 

variable, and consequently so are standards of professional practice. Currently, 

some private-sector teacher training courses pay insufficient regard to gender equity 

issues and so reforms are necessary to promote, among other things, a greater 

emphasis on disseminating best practice in inclusive teaching and learning. These 

failings, and others, were noted by Adam, a dance administrator/policymaker who 

commented: 

  
The lack of regulation is a problem, especially in the private sector, because 
there are no agreed national minimum professional standards for teachers 
and ǘƘŜǊŜ ƛǎ ƴƻ ǎƛƴƎƭŜ ŀǳǘƘƻǊƛǘȅ ǘƻ ǇƻƭƛŎŜ ǘƘŜƳ ΧǎƻΣ ŀǎ ŀ ǊŜǎǳƭǘΣ ǇǊƻŦŜǎǎƛƻƴŀƭ 
standards are patchy. Also, many teachers are free to continue teaching 
without undertaking any continuing professional development (CPD) and they 
can quickly become out of date. Lots of teachers work on their own or in small 
numbers so they have little contact with others to see or exchange good 
practice. The USA have the National Dance Education Organisation (NDEO) 
which speaks with one voice for the entire dance teaching profession while 
recognising and respecting its constituent and diverse elements. And they are 
a very powerful lobby too. They also commission and undertake research 
which in this country is left to academics in a handful of universities. 
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The lack of a common framework for CPD requirements for teachers, highlighted in 

 

!ŘŀƳΩǎ ŎƻƳƳŜƴǘ ŀōƻǾŜΣ ƛǎ ǇǊƻōƭŜƳŀǘƛŎΦ hƴƭȅ ƻƴŜ ƻǊƎŀƴƛǎŀǘƛƻƴΣ ǘƘŜ wƻȅŀƭ !ŎŀŘŜƳȅ 

 

of Dance (RAD), stipulates CPD as a condition of continued membership, requiring a 

 

minimum of 20 hours of training per year. While other dance teaching organisations 

 

also encourage CPD, by organising conferences and other events, these are not 

 

mandatory. 
 
 
 

 

A lack of diversity within the governing bodies of dance awarding organisations is 

 

also evident. As membership organisations for teachers, pupils and parents are 

 

excluded from governance or representation within these institutions, contributing 

 

to a lack of pupil voice within the sector, together with a lack of accountability. As 

 

mentioned in Chapter One, a key rationale for this research was to contest this 

 

situation by giving voice and representation to young male dancers. This lack of 

 

pupil voice is also manifest within the dance schools themselves, most of which are 

 

run as private businesses, usually in the hands of one or two owners who exercise 

 

complete control over the enterprise. 
 
 

  

In England then, a compelling case exists for a single national dance organisation, 

(similar to the NDEO in the USA), but one that puts pupils, equity and diversity at the 

heart of its governance, organisation and thinking. Were such an organisation to 

exist, it could develop initiatives to widen participation similar to the 

aforementioned ΨtǊƻƧŜŎǘ .Ω from the Royal Academy of Dance (RAD), but without 

recourse to the gender essentialism implicit in άŦǳƴ ŎƘƻǊŜƻƎǊŀǇƘȅ ƛƴǎǇƛǊŜŘ ōȅ ǇƻǇǳƭŀǊ 

ƳŀƭŜ ƳƻǘƛŦǎ Χ ǇǊƻǾƛŘƛƴƎ ŀƴ ƻǳǘƭŜǘ ŦƻǊ ǘƘŜƛǊ ƴŀǘǳǊŀƭ ŜƴŜǊƎȅέΣ delivered by male ΨǊƻƭŜ 

ƳƻŘŜƭǎΩ ǿƘƻ ŀǊŜ ŀƭƭ ǿƘƛǘŜΣ ƳƛŘŘƭŜ-class, able-ōƻŘƛŜŘ ŀƴŘ ƘŜǘŜǊƻǎŜȄǳŀƭΦ ²ƘƛƭŜ ōƻȅǎΩ  
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ƻƴƭȅ ŎƭŀǎǎŜǎ Ŏŀƴ ǎƻƳŜǘƛƳŜǎ Ǉƻǎƛǘ ŘŀƴŎŜ ŀǎ ŀ ΨƳŀŎƘƻΩ ŀŎǘƛǾƛǘȅ ǘƻ ŜƴŎƻǳǊŀƎŜ ƳŀƭŜ 

ǇŀǊǘƛŎƛǇŀǘƛƻƴ όŀǎ ƛƴ ΨtǊƻƧŜŎǘ .ΩύΣ L ŦƻǳƴŘ ƴƻ ŎƻƴǎŜƴǎǳǎ ŀƳƻƴƎ ǊŜǎŜŀǊŎƘ ǇŀǊǘƛŎƛǇŀƴǘǎ - 

male dancers, teachers or administrators - ŦƻǊ ƳƻǊŜ ōƻȅǎΩ ƻƴƭȅ ŎƭŀǎǎŜǎΦ .ŜȅƻƴŘ ŀ 

recognition that they could be a useful short-term strategy for getting boys into 

dance in the first place, integration was preferred over segregation by both boys and 

teachers. Similarly, I found there was no appetite among boys for more male 

ǘŜŀŎƘŜǊǎ ŀǎ ΨǊƻƭŜ ƳƻŘŜƭǎΩΥ ǘƘŜȅ ǎƛƳǇƭȅ ǿŀƴǘŜŘ ǘƘŜ ōŜǎǘ ǘŜŀŎƘŜǊΣ ƛǊǊŜǎǇŜŎǘƛǾŜ ƻŦ 

gender. 

 
 
 

With specific regard to gender, it seems curious that in 2019 we are still discussing 

ΨōƻȅǎΩ ƻƴƭȅΩ ŘŀƴŎŜ ŎƭŀǎǎŜǎΣ ǎƛƴŎŜ ōŜȅƻƴŘ ǘƘŜ ŎƻƴŦƛƴŜǎ ƻŦ ǘƘŜ ŘŀƴŎŜ ǎŜŎǘƻǊ ǘƘŜǊŜ ƛǎ ŀƴ 

increasing acknowledgement of gender identities beyond the binary, especially 

transgender, intersex, androgynous and gender queer. Ideally, therefore, it would 

seem preferable if dance teachers did not assume the genders of their students and 

ƛƴǎǘŜŀŘ ǳǎŜŘ ƎŜƴŘŜǊ ƴŜǳǘǊŀƭ ǘŜǊƳǎ ǎǳŎƘ ŀǎ ΨŘŀƴŎŜǊǎΩ ǊŀǘƘŜǊ ǘƘŀƴ ƎŜƴŘŜǊ-linked terms 

ǎǳŎƘ ŀǎ ΨƎƛǊƭǎΩ ƻǊ ΨōƻȅǎΩΦ hƴ ǘƘŜ ŜǾƛŘŜƴŎŜ L ƘŀǾŜ ǇǊŜǎŜƴǘŜŘΣ ǘƘƛǎ ǎŜŜƳǎ ŀ ƭƻƴƎ ǿŀȅ ƻŦŦΣ 

  

but as non-binary gender identifications become more visible, both within and 

beyond dance schools, this should happen, accompanied, I argue, by the adoption 

of a gender-flexible pedagogy (Warin & Adriany, 2015; Warin, 2017). 

 

 

These reforms to teacher training, on inclusive practice and pedagogies, become 

ƳƻǊŜ ǇǊŜǎǎƛƴƎ ǎƛƴŎŜ ŀ ΨƘƛŘŘŜƴ ŎǳǊǊƛŎǳƭǳƳΩ ŎǳǊǊŜƴǘƭȅ ŜȄƛǎǘǎ ǿƛǘƘƛƴ ǎƛƴƎƭŜ-sex classes 

that reinforces gender stereotypes and promotes dominant notions of masculinity 

ŀƴŘ ŦŜƳƛƴƛƴƛǘȅ ό{ǘƛƴǎƻƴΣ нллрύΦ Lƴ ǎǳŎƘ ŎƭŀǎǎŜǎΣ ΨƳŀƭŜΩ ƳƻǾŜƳŜƴǘǎ Ƴǳǎǘ ŀƭǿŀȅǎ ōŜ  
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ΨƳŀǎŎǳƭƛƴŜΩ ǎƛƴŎŜ ǘƘŜ ŘŀƴŎƛƴƎ ōƻŘȅ ƛǎ ŀƭƳƻǎǘ ŀƭǿŀȅǎ ƎŜƴŘŜǊŜŘ ƴƻǊƳŀǘƛǾŜƭȅΦ !ǎ ǎǘŀǘŜŘ 

above, one way of counteracting this is through revisions to pedagogy, while another 

is to utilise choreographic innovation, with greater use of, say, contact improvisation 

to hone weight-sharing, lifts and falls as an alternative to adopting traditional gender 

roles. As such, it is an effective approach in challenging a range of issues ς sexism, 

homophobia, elitism and power relations according to Horwitz (1995) and is now 

being used extensively in professional and vocational contemporary dance training 

and in some ballet, contemporary and modern work such as that by Akram Khan, 

Russell Maliphant, Christopher Wheeldon and Wayne McGregor. Their work could 

be extended into several other styles, including jazz and urban dance - popular 

genres in the pre-vocational dance sector. Schaffman (2001) has argued persuasively 

that contact improvisation has enriched post-modern dance by developing 

partnering skills, as well as facilitating the exploration of gendered identities and 

variations in touch and weight. Improvisation of this nature is accessible to a range 

of bodies, regardless of level of training, age, size etc. and so could prove an 

ŜŦŦŜŎǘƛǾŜ ǘƻƻƭ ƛƴ ǎǘƻƪƛƴƎ ŀƴŘ ǊŜǘŀƛƴƛƴƎ ōƻȅǎΩ ƛƴǘŜǊŜǎǘ ƛƴ ŘŀƴŎŜΦ 

 

As I explicated in Chapter Seven, to recuperate their masculinity and/or 

heterosexuality, boys policed the movements and choreography they were taught in 

 

their dance schools. Although Schaffman (2001) found many contemporary 

 

choreographers are not restricted by movement stereotypes, my findings suggest 

 

this view is not shared by all practising dance teachers, who, as part of their role, 
 

choreograph dance routines for their pupils on a regular basis. As Oliver and Risner 

 

note of professional choreographers: 
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LƴǎǘŜŀŘ ƻŦ ŜƳǇƘŀǎƛǎƛƴƎ ΨŘƛŦŦŜǊŜƴŎŜΩ ƛƴ ǘƘŜƛǊ ŎƘƻǊŜƻƎǊŀǇƘȅΣ ǘƘŜȅ ŦƛƴŘ ǿŀȅǎ ƻŦ 
keeping the choreography neutral by ignoring gender (for instance, by 
giving all dancers the same movement regardless of gender). Another option 
is to undercut or transform gender roles in some way (Alterowitz, 2014; 
Belling 2017; Boccadoro, 2006), for instance using role reversal or re-
gendering. (Oliver & Risner, 2017, p.2) 

 
 
 

 

Such an approach underpins my desire for greater gender sensitivity from dance 

 

teachers in key areas such as their language use (e.g. by employing gender-neutral 
 

pronouns) as well as in their choreography (e.g. by creating and teaching gender- 

 

neutral movements). Aligning this with a continuing regard for the heritage of dance, 

 

ballet especially, will not be easy, but I believe the two can be complementary and 

 

must not be seen as mutually exclusive. Moreover, dance as an art form cannot exist 

 

in stasis or isolation, nor should it . 
 
 
 

 

IƻǿŜǾŜǊΣ ŘŜǎǇƛǘŜ ǘƘŜ ǇǊƛǾŀǘŜ ŘŀƴŎŜ ǎŜŎǘƻǊΩǎ Ŧŀƛƭƛngs on some aspects of inclusion 
 

and diversity, and despite dance schools being sites of (mostly) normative femininity, 
 

ǿƛǘƘ Ǉƛƴƪ ōŀƭƭŜǘ ǎƘƻŜǎ Ŝǘ ŎŜǘŜǊŀ όŀ ΨƘƛŘŘŜƴ ŎǳǊǊƛŎǳƭǳƳΩ ƛƴ ŀŎǘƛƻƴύ ǿƛǘƘ ƭƛǘǘƭŜΣ ƛŦ ŀƴȅΣ 
 
              visible male presence, boys reported that their dance schools were warm and  
 

welcoming towards them. There were no reports of bullying or harassment therein. 

Indeed, some boys were aware of having a minority, yet special status, exemplified 

in shows and performances by placing them in prominent front stage positions or 

allocating them solo performances. For instance, Janet (15), recalled a conversation 

with her teacher a couple of years earlier (and before her transition from being 

WŀƳŜǎύ ǿƘƻ ǘƻƭŘ ƘŜǊΣ άyou are one of the only boys wŜΩǾŜ ƎƻǘΦ ¸ƻǳ ŀǊŜ ǎǇŜŎƛŀƭέΦ 
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However, while dance schools were usually keen to publicise the presence of male 

pupils, this was not always apparent in their marketing (leaflets, websites etc.), nor 

in the facilities provided for boys. Oftentimes, and despite their apparent male 

ΨǇǊƛǾƛƭŜƎŜΩΣ Ƴŀƴȅ ōƻȅǎ ǊŜǇƻǊǘŜŘ ǘƘŜǊŜ ōŜƛƴƎ ƴƻ ŘŜŘƛŎŀǘŜŘ ŎƘŀƴƎƛƴƎ ŦŀŎƛƭƛǘƛŜǎ ŦƻǊ 

ǘƘŜƳΣ ǊŜƛƴŦƻǊŎƛƴƎ ǘƘŜ ƴƻǘƛƻƴ ƻŦ ƳŀƭŜ ŘŀƴŎŜǊǎ ŀǎ ōŜƛƴƎ ΨhǘƘŜǊΩΦ DƛƭŜǎ όмоύΣ ŦƻǊ 

instance, spoke of the deterrent effect this might have: 

 

Int: So, do you come to class ready changed? 

 

DƛƭŜǎΥ ¸ŜŀƘΣ L ŘƻΧ .ǳǘ L ǘƘƛƴƪ ƛŦ ŀ ōƻȅ ŘƛŘ ŎƻƳŜ ŀƴŘ ƘŜ ƴŜŜŘŜŘ ǘƻ ŎƘŀƴƎŜ 
ŀƴŘ ǘƘŜǊŜ ǿŜǊŜ ƻƴƭȅ ƎƛǊƭǎΩ ŎƘŀƴƎƛƴƎ ǊƻƻƳǎΣ ƘŜΩŘ ōŜ ŀ ōƛǘ Ǉǳǘ ƻŦŦ ōȅ ǘƘŀǘΦ 

 
 
 

 

More troubling though, my analysis suggests that, faced with bullying or harassment 

in their secondary schools, boys are usually left with inadequate support from their 

dance schools. I argue that dance schools ought to be aware of the potential risks 

faced by male pupils and have mitigating strategies in place. While such schools 

have a duty of care to their pupils, my analysis suggests that poor lines of 

communication between home, secondary school and dance school can exacerbate 

any problems boys face on account of their dancing. I contend, therefore, that a  

strong case exists for the development of a coherent, sector-wide support strategy 

for young male dancers, utilising phone, online and peer to peer counselling and 

mentoring, available to boys, parents and their teachers. 

 

 

In summary then, my findings suggest that reforms are needed in how young male 

dancers are taught and supported, overseen by a new, regulatory national dance 

organisation. The dance teaching profession is, rightly, keen to stress the benefits of  
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dance but is less willing to mitigate the risks of dance participation for young males. 

These risks are plentiful, ranging from physical injury to mental distress caused by 

bullying. The safeguarding of these vulnerable pupils should therefore be a priority. 

 

A further raft of recommendations, but to policy and practice in secondary 

school dance education and training, is now discussed. 

 
 
 

8.3.2 Recommendations: secondary school dance education and training 

 

It is unsurprising, given the lack of a strong, unified voice, that dance continues to 

exist on the margins of an ill-suited P.E. curriculum in schools. Commissioned in 2011 

by the Department for Education to review cultural education in England, the 

resulting report recommended that, άώ/ϐƻƴǎƛŘŜǊŀǘƛƻƴ ǎƘƻǳƭŘ ōŜ ƎƛǾŜƴ ǘƻ ǇǊƻƳƻǘƛƴƎ 

Dance and Drama to subject areas in their own right, rather than being seen as junior 

ǇŀǊǘƴŜǊǎ ǘƻ t9 ŀƴŘ 9ƴƎƭƛǎƘέ (Henley, 2012, p.58). Furthermore, despite hearing warm 

words in support of dance at a House of Lords reception earlier this year (organised 

by the CDMT), no substantive action has been taken, save for a plan to seek to 

recruit Members of Parliament to form an All-Party Parliamentary Group for 

Performing Arts Education and Training ς an innovative, welcome act of advocacy by 

the dance sector. However, in an age of neoliberal austerity, it seems unlikely that 

dance will be given discrete subject status in the curriculum since it does not accord 

with the priorities of government who prefer STEM subjects (science, technology, 

engineering and maths) as supposed drivers of economic growth.  Consequently, to 

reiterate a previous recommendation, the need for a single voice to advocate for the 

importance of dance (in education and elsewhere) has never been more pressing. 
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In secondary education, where dance is delivered at Key Stage Three, pupils would 

clearly benefit from tuition by specialist dance teachers rather than by generalist 

tΦ9Φ ǎǘŀŦŦΦ ²ƘƛƭŜ ƴƻǘ ƴŜŎŜǎǎŀǊȅ ŀǎ ΨǊƻƭŜ ƳƻŘŜƭǎΩΣ ŀ ƎǊŜŀǘŜǊ ǇǊŜǾŀƭŜƴŎŜ ƻŦ ƳŀƭŜ ǎǘŀŦŦ 

teaching dance would help to contest the dominant discourse that posits dance as a 

ΨŦŜƳƛƴƛƴŜΩ ŀŎǘƛǾƛǘȅΦ aŀƭŜ tΦ9Φ ǘŜŀŎƘŜǊǎ ǿƘƻ ǘŜŀŎƘ ŘŀƴŎŜ ǎƘƻǳƭŘ ōŜ ǎǳŦŦƛŎƛŜƴǘƭȅ ǎƪƛƭƭŜŘ 

and prepared do just that, able to deliver discernible dance content so that the 

ǎǳōƧŜŎǘΩǎ ƛŘŜƴǘƛǘȅ ƛǎ ƴƻǘ ƭƻǎǘ ƻǊ ŎƻƳǇǊƻƳƛǎŜŘ ōȅ ƻŦŦŜǊƛƴƎ ΨŦƛǘƴŜǎǎΩ ƻǊ ΨƎȅƳƴŀǎǘƛŎǎΩ ƛƴ 

the guise of dance. Clearly though, and irrespective of gender, new and existing 

teachers will require much greater training and support if we are to strive for 

consistently high-quality dance provision in our schools and colleges. 

 

 

Relatedly, a comprehensive review of dance in education is long overdue to debate 

ƛǘǎ ǘƘŜƻǊŜǘƛŎŀƭ ŀƴŘ ǇƘƛƭƻǎƻǇƘƛŎŀƭ ǳƴŘŜǊǇƛƴƴƛƴƎǎ όǘƘŜ ΨǇǊƻŎŜǎǎΩ Ǿ ΨǇǊƻŘǳŎǘΩ ŀƴŘ 

ΨƳƛŘǿŀȅ ƳƻŘŜƭΩ ŘŜōŀǘŜύ ŀƴŘ ǘƻ ŎƻƴǎƛŘŜǊ Ƙƻǿ ōŜǎǘ ǘƘŜ subject can be made relevant 

for all pupils. A specific focus of this review should be to formulate strategies that 

explicitly promote gender equity in the art form, drawing on best practice from 

 

other spheres of the profession such as the community dance sector or, as 

mentioned in the previous section, by facilitating links with innovative 

contemporary choreographers, many of whom, such as Russell Maliphant and 

Christopher Wheeldon, are adept at de-gendering dance. 

 

 

To reiterate an earlier recommendation, schools should develop partnerships with 

pupils, parents and dance schools to better support their young male dancers. 

Fostering such communication will be essential if we are to tackle the problems of  
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bullying, marginalisation and stigmatisation experienced by many boys. While some 

good practice already exists in this area, if established, a truly national dance 

organisation, (similar to the NDEO in the USA), could help to develop and 

disseminate this. Only then will we be able to recruit and retain a diverse 

population of young dancers who will go on to become the lifeblood of the sector. 

 

 

CƛƴŀƭƭȅΣ L ŀǊƎǳŜ ǘƘŀǘ ǘƘŜǎŜ ǊŜŎƻƳƳŜƴŘŀǘƛƻƴǎ ŎƻǳƭŘ ƘŜƭǇ ǘƻ ƛƴŦƻǊƳ ŀ ŘŜōŀǘŜ ƻƴ ōƻȅǎΩ 

dance education and training, led by a newly formed national dance body. They 

would be tasked to formulate a strategy for supporting young male dancers, 

especially those in the pre-vocational phase - the subject of this research. Unlike this 

thesis, with its prime focus on gender, a national debate on dance should include a 

range of intersectional considerations, not least social class and ethnicity. Such 

inequalities are most acute in the private-dance sector which, as my findings attest, 

is populated predominantly by white, middle class pupils. 20 of my participants 

identified as middle-class and only six as working-class (and perhaps upper working 

class at that). In private-sector dance, where financial barriers to access are a given,  

this relative homogeneity is unsurprising . However, this unsatisfactory situation 

is then compounded by dwindling dance provision in secondary education which, 

in sum, makes the necessity of reform to dance education and training all the 

more pressing. 

 
 
 

8.4 Contribution and Impact 
 

Approaching the end of this thesis, it is now opportune to define the contribution 

this research makes, both to academia and to the dance sector, and to outline its 

potential for impact, as well as acknowledging its limitations. Beyond advocating for  

269 



structural reform in the dance sector (as outlined), I also intend that this research 

will be theoretically significant, contributing to our understanding in the nascent, 

intersecting fields of masculinities and dance education. 

 

 

I began this thesis by outlining the two main discourses that surround males who 

dance. The first was that in Western society at least, male dancers challenge the 

ǾŜǊȅ ŦƻǳƴŘŀǘƛƻƴǎ ƻŦ ǘƘŜ ƳŀǎŎǳƭƛƴŜ ƛŘŜŀƭΤ ŀǎ wƛǎƴŜǊ ƴƻǘŜŘΣ άthe Western European 

paradigm situates dance as primarily a ΨŦŜƳŀƭŜΩ ŀǊǘ ŦƻǊƳέ (2009, p.58). Contingent 

on this, a further discourse posits that boys who dance are often deemed gay, 

irrespective of their sexual orientation (e.g. Rodgers, 1966; Grant, 1985; Hamilton, 

1999; Williams, 2003; Risner & Thompson, 2005). Thus, irrespective of his sexuality, 

ŀ ƳŀƭŜ ŘŀƴŎŜǊ Ŏŀƴ ōŜ ǊŜƎŀǊŘŜŘ ŀǎ ŜŦŦŜƳƛƴŀǘŜΣ άwhere ΨŜŦŦŜƳƛƴŀǘŜΩ is a code word for 

ƘƻƳƻǎŜȄǳŀƭέ (Burt, 1995, p.12). Similarly, Risner concluded that άōƻȅǎ ǿƘƻ ŘŀƴŎŜΣ 

unlike their male peers in athletics and team sports, are participating in an activity  

ǘƘŀǘ ŀƭǊŜŀŘȅ Ŏŀǎǘǎ ǎƻŎƛŀƭ ǎǳǎǇƛŎƛƻƴ ƻƴ ǘƘŜƛǊ ƳŀǎŎǳƭƛƴƛǘȅ ŀƴŘ ƘŜǘŜǊƻǎŜȄǳŀƭƛǘȅέ (Risner, 

2009, p.68). 

 
 
 

The quotations above, and the discourses that underlie them, illustrate the difficulty 

popular culture has in speaking about male dancers without it also raising questions 

of their masculinity and sexuality. And so, cognizant of that, when seeking a 

ǘƘŜƻǊŜǘƛŎŀƭ ƭŜƴǎ ǘƘǊƻǳƎƘ ǿƘƛŎƘ ǘƻ ŎƻƴǎƛŘŜǊ ōƻȅǎΩ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ŘŀƴŎŜ ŜŘǳŎŀǘƛƻƴ 

and training, it made sense to apply a gendeǊ ǘƘŜƻǊȅΣ ǘƘŀǘ ƻŦ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩ 

(Anderson, 2009). I would, therefore, test the contextual utility of IMT and ascertain 

to what extent the dominant discourses about dance and masculinity had been 

eroded, supplanted by softer, less judgemental forms of masculinity not predicated  
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on homophobia. 

 

 

Given the pervasiveness of the aforementioned dominant discourses, it was 

ǳƴǎǳǊǇǊƛǎƛƴƎ ǘƻ ŦƛƴŘ ǘƘŀǘΣ ƻǾŜǊŀƭƭΣ ǘƘŜ ōƻƭŘ ŎƭŀƛƳǎ ƻŦ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅ ǘƘŜƻǊȅΩ 

were not validated by my findings of bullying, marginalisation and stigma from 22 of 

Ƴȅ нс ǇŀǊǘƛŎƛǇŀƴǘǎΦ IƻǿŜǾŜǊΣ ǇŜǊƘŀǇǎ ǎǳǇǇƻǊǘƛǾŜ ƻŦ La¢Ωǎ ŎƭŀƛƳǎΣ ŦƻǳǊ ōƻȅǎ ǊŜǇƻǊǘŜŘ 

their secondary schools to be inclusive communities - open, tolerant and free from 

oppression - although whether this indicates a broader cultural shift suggestive of 

inclusive masculinity, or simply the dividend from enlightened, individual schools, 

remains to be seen. 

 

 

bƻƴŜǘƘŜƭŜǎǎΣ Ƴȅ ǇǊƻōƭŜƳŀǘƛǎŀǘƛƻƴ ƻŦ ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅ ǘƘŜƻǊȅΩ όLa¢ύ Ƴǳǎǘ ōŜ 

tempered by a recognition that my data was not generated ethnographically (as 

most work on IMT has been) but relied instead on participant narratives. 

However, their accounts were remarkably consistent (and lent themselves to 

thematic analysis). Furthermore, as Chapter Six stated, they were also in tune 

with a swathe ƻŦ ƻǘƘŜǊ ǎŎƘƻƭŀǊǎƘƛǇ ǇǊƻōƭŜƳŀǘƛǎƛƴƎ La¢Ωǎ ōƻƭŘ ŎƭŀƛƳǎΦ hǾŜǊŀƭƭ 

then, my important finding, that most young male dancers do not, as yet, benefit 

from a culture of ΨƛƴŎƭǳǎƛǾŜ ƳŀǎŎǳƭƛƴƛǘȅΩ ƛƴ ǘƘŜƛǊ ǎŜŎƻƴŘŀǊȅ ǎŎƘƻƻƭs, is a useful 

addition to knowledge. 

 

 

Furthermore, it contributes to a growing body of scholarship that seeks a more 

 

nuanced understanding of contemporary masculinities in a range of contexts, 

 

ΨƛƴŎƭǳǎƛǾŜΩ ŀƴŘ ƻǘƘŜǊǿƛǎŜΦ 
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McCormack, a proponent of IMT, acknowledged its central weakness - a failure to 

άŜȄŀƳƛƴŜ ǘƘŜ ƳŜŎƘŀƴƛǎƳǎ ǘƘǊƻǳƎƘ ǿƘƛŎƘ ƘŜǘŜǊƻǎŜȄǳŀƭ ƛŘŜƴǘƛǘƛŜǎ ŀǊŜ ƳŀƛƴǘŀƛƴŜŘ ƛƴ 

ƛƴŎƭǳǎƛǾŜ ǎŜǘǘƛƴƎǎέ (McCormack, 2012, p.89). He sought to remedy this by identifying 

the ways in which the boundaries of heterosexual identities were strengthened, 

ŎƻƴŎŜǇǘǳŀƭƛǎƛƴƎ ǘƘƛǎ ŀǎ ΨƘŜǘŜǊƻǎŜȄǳŀƭ ǊŜŎǳǇŜǊŀǘƛƻƴΩ όƛōƛŘΣ нлмнΣ Ǉ.89). My subsequent 

utilisation of this concept, to explain the ways in which heterosexual male dancers 

reassert their identities in non-inclusive contexts (i.e. their secondary schools) is 

both novel and important. Similarly, I have also extended the concept of 

ΨǊŜŎǳǇŜǊŀǘƛƻƴΩ ǘƻ ƛƴŎƭǳŘŜ ǘƘŀǘ ƻŦ ΨƳŀǎŎǳƭƛƴŜ ǊŜŎǳǇŜǊŀǘƛƻƴΩ όIŀƴǎŜƴΣмффсύΣ 

undertaken by male dancers (irrespective of their sexuality) to dispel accusations of 

femininity, or as Hansen, an anthropologist, puts it , for άǘƘŜ ƻǾŜǊŎƻƳƛƴƎ ƻŦ 

ŜƳŀǎŎǳƭŀǘƛƻƴέ (Hansen, 1996, p.138). Thus, my research has established the concept 

ƻŦ ΨǊŜŎǳǇŜǊŀǘƛƻƴΩΣ ōƻǘƘ ƳŀǎŎǳƭƛƴŜ ŀƴŘ ƘŜǘŜǊƻǎŜȄǳŀƭ, to be a key mechanism used by 

young male dancers to contest the dominant discourses that surround them.  

 

Lƴ ǘƘƛǎ ǊŜƎŀǊŘΣ Ƴȅ Ƴŀƛƴ ŦƛƴŘƛƴƎΣ ƻŦ ōƻȅǎΩ ǳǎŜ ƻŦ ǎƛȄ ǊŜŎǳǇŜǊŀǘƛǾŜ ǘŜŎƘƴƛǉǳŜǎ ǘƻ 

masculinise and/or heterosexualise dance, has developed our understanding of 

existing dance scholarship in three areas, namely, the drawing of comparisons with 

sport to recruit boys into dance (Crawford, 1994); the use of heterosexual dancers as 

role models (Hanna, 1988) and the minimalisation of the gay population in dance 

(Spurgeon, 1997ύΦ CǳǊǘƘŜǊƳƻǊŜΣ L ƘŀǾŜ ŜȄǘŜƴŘŜŘ IŀƭǘƻƳ ŀƴŘ ²ƻǊǘƘŜƴΩǎ ǿƻǊƪ όнлмпύ 

on three stigma management techniques used by some heterosexual males in ballet 

(heterosexual privilege, ballet as a sport and ballet as an elite art form), by adding an 

additional three recuperative strategies (acquiring popularity through success in 

ŘŀƴŎŜΤ ŀŎǉǳƛǊƛƴƎ ŀ ΨǎǇƻǊǘȅΩ ōƻȅ ƛŘŜƴǘƛǘȅ ŀƴŘ ŎƘƻƻǎƛƴƎ ΨŎƻƻƭΩ ŘŀƴŎŜ ƎŜƴǊŜǎ ύΦ L ƘŀǾŜ  
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 also demonstrated that these techniques were not used solely by ballet dancers but 

were employed by males across a range of dance genres. Furthermore, I showed 

that these recuperative techniques did more than manage any stigma suffered by 

boys - ǘƘŜȅ ŀƭǎƻΣ ƛǊǊŜǎǇŜŎǘƛǾŜ ƻŦ ōƻȅǎΩ ǎŜȄǳŀƭƛǘȅΣ ǊŜ-inscribed their masculinity and, if 

appropriate, their heterosexuality. 

 
 
 

5ŜǎǇƛǘŜ ǘƘŜǎŜ ŎƭŀƛƳǎΣ ŀŎƪƴƻǿƭŜŘƎƛƴƎ ǘƘŜ ƭƛƳƛǘŀǘƛƻƴǎ ƻŦ ƻƴŜΩǎ ǊŜǎŜŀǊŎƘ ƛǎ also vital. 

Salient to this, Chapter Four illuminated the steps taken to ensure the maximum 

validity of these findings. There, I noted that my personal experience of, and 

Ǉƻǎƛǘƛƻƴ ǿƛǘƘƛƴ ǘƘŜ ΨŦƛŜƭŘΩ ƛǎ ƴƻǘΣ ƴƻǊ Ŏŀƴ it be, a wholly neutral one and could, 

therefore, give rise to bias (explicit, unconscious or both) - defined as any influence 

that provides a distortion in the results of a study according to Polit & Beck (2014). 

Thereafter, I explicated how I sought to do this; by ongoing critical reflexivity to 

promote rigour, trustworthiness, transparency and validity, all key elements in the 

Onwuegbuzie & [ŜŜŎƘΩǎ ΨQualitative Legitimation ModelΩ (2006), which I applied at 

all stages of the research process. However, and despite these best efforts, the risk 

of bias can remain; consequently, any claims must be made and evaluated in a 

ŎƭƛƳŀǘŜ ƻŦ ΨƛƴǎǘƛƴŎǘƛǾŜ ǳƴŎŜǊǘŀƛƴǘȅΩ ό¢ƘƻƳŀǎΣ нллфΣ ǇΦмммύ. 

 

In qualitative research such as this, a modest sample size is not uncommon and so it 

would be unwise to suggest any generalisability of its findings. Indeed, qualitative         

findings are άƛƳǇƻǎǎƛōƭŜ ǘƻ ƎŜƴŜǊŀƭƛǎŜέ (Lincoln & Guba, 1985, p.124), and it is for 

άƻǘƘŜǊ ǊŜǎŜŀǊŎƘŜǊǎ ǘƻ ŘŜǘŜǊƳƛƴŜ ǘƘŜ ŜȄǘŜƴǘ ǘƻ ǿƘƛŎƘ Řŀǘŀ ŀǊŜ ǘǊŀƴǎŦŜǊŀōƭŜ ǘƻ ǘƘŜƛǊ  

ǎŜǘǘƛƴƎǎέ (Haltom & Worthen, 2014, p.774). Nonetheless, these findings are not              
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untypical since, as previously explicated, they are consonant with the 

conclusions from other dance researchers (e.g. Gard, 2006; Risner, 2009; 

Pickard, 2015). 

 

 

Clearly though, other limitations persist. There was, for instance, little consideration 

ƻŦ ōƻȅǎΩ ǎƻŎƛŀƭ ŎƭŀǎǎΣ ŜǘƘƴƛŎƛǘȅ ƻǊ ƻǘƘŜǊ ƛƴǘŜǊǎŜŎǘƛƻƴŀƭ ŦŀŎǘƻǊǎΣ ŀƴŘ ƘŀǾƛƴƎ ǊŜǎǘǊƛŎǘŜŘ 

my focus to secondary age boys (11-18 years), I am unable to comment on the 

dance-induced experiences of younger boys in the primary school phase. Moreover, I 

ŀƳ ŀƭƭ ǘƻƻ Ŝŀǎƛƭȅ ŀǿŀǊŜ ǘƘŀǘ ǊŜǎŜŀǊŎƘ ƛǎ ƴŜǾŜǊ ǘǊǳƭȅ ΨŘƻƴŜΩ ǎƛƴŎŜ ƛǘ ōŜƎŜǘǎ ŀ Ƙƻǎǘ ƻŦ 

new questions. There is still much we do not know about boys who dance, such as 

how they negotiate their maturational changes or their susceptibility to body 

dysmorphia - issues that have been extensively researched in females but less so in  

males.  Large-scale quantitative research, rarely undertaken in dance scholarship, 

could explore male attitudes to dance, for instance. Finally, as mentioned previously 

ŀƴŘ ǇǊƻǾƻƪŜŘ ōȅ Ƴȅ ǊŜǎŜŀǊŎƘ ŦƛƴŘƛƴƎǎΣ ǉǳŀƭƛǘŀǘƛǾŜ ǊŜǎŜŀǊŎƘ ƻƴ ΨƘŀǊŘ ǘƻ ǊŜŀŎƘΩ 

populations such as reluctant or hostile dance parents, typically male, would be 

valuable, furthering our understanding of some problematic aspects of 

contemporary masculinities. 

 

 

8.4.1 Conferences, seminars and symposiums 

 

My findings will be disseminated via CPD events for teachers/practitioners/arts 

organisations; to policymakers and government; in journal publications  
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(e.g. Research in Dance Education; Sport, Education & Society; Gender and 

Education), online/social media and in person at academic conferences. I am 

especially keen to share the findings with front-line practitioners, dance teachers, 

administrators and policy makers, as well as the dance press, and intend to create 

ŀ ΨǊŜǎŜŀǊŎƘ ŘƛƎŜǎǘΩΣ ŀ ōǊƛŜŦ ǎǳƳƳŀǊȅ ƻŦ ƪŜȅ ŦƛƴŘƛƴƎǎ ŦƻǊ ƛǎǎǳŜ ǘƻ ƛƴǘŜǊŜǎǘŜŘ ǇŀǊǘƛŜǎΦ 

 
 
 

From the outset, I have been keen to garner interest in my work, taking every 

opportunity to share it in academic circles and with dance practitioners/ 

policymakers. In chronological order, I have presented papers at several 

conferences, seminars and symposiums including : 

ǐ Men in Dance: Bridging the Gap (Symposium), National Dance 
Education Organization, University of West Virginia, USA (June 2017) 

 
ǐ Ψ9ƳōƻŘƛŜŘ tǊŀŎǘƛŎŜ ŀƴŘ tŜǊŦƻǊƳŀƴŎŜ ƛƴ ǘƘŜ !ǊǘǎΩ (Conference), 

Canterbury Christ Church University (April 2018) 

 
ǐ Ψ/ƻƴǘǊŀΥ 5ŀƴŎŜ ϧ /ƻƴŦƭƛŎǘΩ Dance Studies Association (Conference), University 

of Valletta, Malta (July 2018) 

 

 

 

A full list of presentations made during the course of my research appears in 

!ǇǇŜƴŘƛȄ фΦ !ǎ ŦǳǊǘƘŜǊ ŜǾƛŘŜƴŎŜ ƻŦ Ƴȅ ǿƻǊƪΩǎ ŀǇǇŜŀƭ ŀƴŘ ƛƳǇƻǊǘŀƴŎŜΣ L ƳŀƪŜ 

reference below to three further paths to impact - online όΨ¢ƘŜ /ƻƴǾŜǊǎŀǘƛƻƴΩύΣ ǊŀŘƛƻ 

ό../ wŀŘƛƻ aŜǊǎŜȅǎƛŘŜ ύ ŀƴŘ ƛƴ ǇǊƛƴǘ όΨ5ŀƴŎŜΩ ƳŀƎŀȊƛƴŜύΣ Ǉƭǳǎ ŀ ŦƻǊǘƘŎƻƳƛƴƎ ŎƘŀǇǘŜǊ 

ƛƴ ŀƴ ŜŘƛǘŜŘ ōƻƻƪ ŜƴǘƛǘƭŜŘ Ψ²Ƙȅ .ƻȅǎ ό5ƻƴΩǘύ 5ŀƴŎŜΥ LƴǘŜǊǎŜŎǘƛƻƴŀƭ aŀǎŎǳƭƛƴƛǘƛŜǎΩ. 

 

 

уΦпΦн Ψ¢ƘŜ /ƻƴǾŜǊǎŀǘƛƻƴΩ 

 

hƴ ǘƘŜ нƴŘ !ǳƎǳǎǘ нлмт L ǇǳōƭƛǎƘŜŘ ŀƴ ŀǊǘƛŎƭŜ ƛƴ Ψ¢ƘŜ /ƻƴǾŜǊǎŀǘƛƻƴΩΣ ŀƴ ƛƴŘŜǇŜƴŘŜƴǘ 

website providing news analysis, comment and opinion on current affairs and  
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subjects, written entirely by academics. Entitled, Ψ²Ŝ ŘƻƴΩǘ ƴŜŜŘ ΨƳŀŎƘƻΩ 

stereotypes to enǘƛŎŜ ōƻȅǎ ƻƴ ǘƻ ǘƘŜ ŘŀƴŎŜ ŦƭƻƻǊΩΣ the article has been read 3502 

times as at December 2018 (The Conversation, 2018), generating a flurry of email  

correspondence from dance teachers, parents and general readers supporting my 

main argument ς a problematisatƛƻƴ ƻŦ ǘƘŜ ƳŀƭŜ ΨǊƻƭŜ ƳƻŘŜƭΩ ŘƛǎŎƻǳǊǎŜ ǘƘŀǘ 

underpinned the recently-ƛƴǘǊƻŘǳŎŜŘ ΨProject BΩ ƛƴƛǘƛŀǘƛǾŜ ŦǊƻƳ ǘƘŜ wƻȅŀƭ !ŎŀŘŜƳȅ 

of Dance. Most correspondents also shared their experiences of being a dancer (or 

parent/teacher thereof) with accounts that echoed my own conclusions. Although 

anecdotal, these accounts offered valuable triangulation of my findings and revealed 

a pleasing degree of public engagement with my research. 

 

 

8.4.3 BBC Radio 

 

aȅ ŀǊǘƛŎƭŜ ƛƴ Ψ¢ƘŜ /ƻƴǾŜǊǎŀǘƛƻƴΩ ǿŀǎ ǘƘŜƴ ƛƳƳŜŘƛŀǘŜƭȅ ǇƛŎƪŜŘ ǳǇ by BBC Radio 

Merseyside who requested an interview as part of a feature on boys who dance. 

This was broadcast on their lunchtime phone-in on Friday 4th August 2017 and  

reached a listenership of 296,000 people (Source: www.rajar.co.uk, accessed 

8/1/2019). Feedback from the BBC was excellent, and I have been invited back, 

post-PhD, to speak in more detail about my findings. 

 

 

уΦпΦп Ψ5ŀƴŎŜΩ όƳŀƎŀȊƛƴŜύ ŀƴŘ Ψ²Ƙȅ .ƻȅǎ ό5ƻƴΩǘύ 5ŀƴŎŜΥ 
LƴǘŜǊǎŜŎǘƛƻƴŀƭ aŀǎŎǳƭƛƴƛǘƛŜǎΩ όōƻƻƪύ 

 

 

A further opportunity to disseminate my research arose when, after hearing my 

presentation at the Dance Teaching and Participation Conference, organised by One 

Dance UK in November 2017, I was invited by the ISTD (Imperial Society of Teachers  
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of Dancing) to write an article for Ψ5ŀƴŎŜΩΣ ǘƘŜƛǊ ƳŜƳōŜǊǎΩ ƳŀƎŀȊƛƴŜΣ ŘƛǎǘǊƛōǳǘŜŘ ǘƻ 

over 7500 dance teachers in 65+ countries. Published in April 2018, the article Ψ.ƻȅǎ 

ŀƴŘ 5ŀƴŎŜΥ ǘŀƪƛƴƎ ǘƘŜ ǊƛƎƘǘ ǎǘŜǇǎΩ also featured on their social media posts and 

generated plenty of feedback from practising teachers. The article was practitioner- 
 

facing and made the case for greater gender sensitivity by dance teachers and 

 

improved communication between dance school, secondary school and parents to 

 

better support young dancers. Responses from teachers and parents echoed my 

 

findings and were supportive of my recommendations. 
 
 
 

 

Later this year, and based on my thesis, I shall contribute a full chapter (8000 - 

 

млΣллл ǿƻǊŘǎύ ǘƻ ŀ ƴŜǿ ōƻƻƪ ŜƴǘƛǘƭŜŘΣ ΨWhy .ƻȅǎ ό5ƻƴΩǘύ Dance: Intersectional 

 

aŀǎŎǳƭƛƴƛǘƛŜǎΩΣ edited by leading American dance academic, Distinguished Professor 

 

Doug Risner (Wayne State University) and Dr Rebecca Watson (Leeds Beckett 

 

University, UK). This is due for publication in 2020. 
 
 
 
 

 

8.5 Final thoughts 

 

I began the thesis with a personal preface charting my path into dance and of the  
 
subsequent joy and fulfilment it has given me. To end, it seems fitting to give the 

 

 last word to a participant, Margaret, whose pupil Charlie (16), is now forging his 
 
 path into dance by studying at a London performing arts conservatoire. She  
 
reflected: 

 

IŜΩǎ ōŜŜƴ ƭǳŎƪȅΣ L ǎǳǇǇƻǎŜΦ IŜΩǎ ƴƻǘ ƘŀŘ ǘƻƻ ƳǳŎƘ ǎǘƛŎƪ ŦƻǊ Ƙƛǎ ŘŀƴŎƛƴƎ ōǳǘΣ 
mind you, he did keep his head down. But, as he left for London, he said that 
ǿƘŀǘŜǾŜǊ ǘǊƻǳōƭŜ ƘŜΩŘ ƘŀŘΣ ƛǘ ƘŀŘ ōŜŜƴ ǿƻǊǘƘ ƛǘΣ ǎƛƴŎŜ ŘŀƴŎŜ ƘŀŘ ƎƛǾŜƴ ƘƛƳ ǎƻ 
ƳǳŎƘ ŀƴŘ ƘŜ ǿŀǎ ƴƻǿ ƎƻƛƴƎ ƻŦŦ ǘƻ ƳŀƪŜ ŀ ŎŀǊŜŜǊ ƻŦ ƛǘΦ aƻǎǘ ōƻȅǎ ŘƻƴΩǘ ƎŜǘ 
that far of course, but they all should have the chance to dance, free from 
ŦŜŀǊΣ ǎƘƻǳƭŘƴΩǘ ǘƘŜȅΚ 
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¢Ƙƛǎ ǊŜŎƻƭƭŜŎǘƛƻƴ ƛǎ ǊŜƳƛƴƛǎŎŜƴǘ ƻŦ ǘƘŜ Ŧƛƴŀƭ ǎŎŜƴŜ ƻŦ ǘƘŜ ƳǳǎƛŎŀƭ Ψ.ƛƭƭȅ 9ƭƭƛƻǘΩΣ ǿƘŜǊŜ 

 

aƛŎƘŀŜƭΣ .ƛƭƭȅΩǎ ōŜǎǘ ŦǊƛŜƴŘΣ ōƛŘǎ ŦŀǊŜǿŜƭƭ ǘƻ ƘƛƳ ŀǎ ƘŜ ƭŜŀǾŜǎ ƘƻƳŜΣ ŘŜǎǘƛƴŜŘ ŦƻǊ ǘƘŜ  
 

Royal Ballet School in London. Hollering to Billy, άhƛΗ 5ŀƴŎƛƴƎ .ƻȅΗέΣ MichŀŜƭΩǎ 

affectionate outburst, free from homophobia or pejorative judgement, became 

an inspiration for my research, and indeed forms part of the title of my thesis. I 

hope, therefore, these findings, and what they provoke, will play their own small 

part in nurturing and supporting boys who dance. 
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